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INTRODUCTION 
"You shall surely not die", the serpent assured Eve. Mankind has 
always sought ways to avoid death: in almost every society there has 
been a belief that man was made for a happy, pain-free and eternal 
existence, and that something occurred to prevent man fulfilling this 
destiny. In the Judeo-Christian tradidon that has shaped so much of 
western thought and culture, man sinned against God and thereby 
proved himself unworthy of this perfect existence. The Bible merely 
states that God commanded Adam not to eat of the fruit of the tree 
of knowledge, but tempted by the serpent, Eve, who apparently was 
aware of this prohibition, not only ate the fruit herself, but persuaded 
Adam to eat as well. The serpent promised Eve that they would be as 
gods, knowing good from evil, but there is no other hint of the first 
pair's motivation. This has not prevented centuries of speculation about 
which sin lay at the root of the death sentence pronounced on mankind. 
Pride was most commonly named, but other sins often seemed more 
pressing, and certainly care for worldly matters, the gratification of 
the senses, and more particularly sexuality, have all been brought into 
connection with this first and most deadly of sins. This study examines 
how ideas of sin, and its corollary, death, were viewed in the period 800 
to 1200, a urne when many ideas changed and took on forms that are 
still discernable today, and remnants can still be found in attitudes and 
assumptions that western society takes for granted. It aims to discover 
how attitudes changed, and the context of these changes. 
In most studies of this sort, theological and didactic works, some-
times supplemented by law codes and legal decisions, form the most 
important primary sources. While making use of these, I draw chiefly 
on manuscript illumination. The obvious objection to miniatures as 
sources is the fact that interpretation of any visual source is tainted by 
subjectivity. However, it can be claimed that any research, even in the 
'hardest' of exact sciences, is based on interpretation, starting with the 
choice of subject, the methods used and how results are read. Nev-
ertheless, interpretation is usually given freer reign in research based 
on visual material. Most art historians working in iconography and its 
extension, iconology, would now admit that they cannot hope to gain 
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a completely accurate picture of the mental attitudes of the past.1 If 
honest, while doing his or her utmost to give a valid interpretation that 
does justice to another time and society, the researcher will acknowl-
edge that one 'cannot escape the grip of the cultural forces that have 
shaped her or his social and political attitudes.'2 In just this way various 
preoccupations of present day society have influenced the questions I 
have put to the miniatures, and sometimes caused surprise at what I 
found in them. 
Despite the drawbacks, visual sources can be an extremely valu-
able addition to the repertoire of anyone endeavouring to look at and 
understand medieval mentalities. I use the plural deliberately, since in 
the period of four hundred years covered by this research many changes 
took place. It must also be stated that the miniatures reflect the ideas, 
attitudes and opinions of a relatively small group of people in each 
period. The scarcity, incompleteness, and fragmentary character of 
sources for the earlier Middle Ages causes considerable problems for 
anyone endeavouring to investigate the attitudes, beliefs, and general 
mentality of the period. The primacy of written sources can lead to 
a possibly idiosyncratic viewpoint, especially since many of the works 
preserved are those of an intellectual elite, not just the literate and 
reasonably educated. For the researcher concerned with the question 
of the spread and acceptance of attitudes and ideas there are various 
strategies possible. The number of times a work is cited or appears in 
library catalogues of the period gives some indication of the knowl-
edge the ideas contained therein. Visual sources—and miniatures in 
particular— can provide a useful complement and possible corrective to 
written sources. Visual literacy demands knowledge, if not acceptance, 
of an idea or concept since there must be a point of recognition, and 
an unfamiliar idea cannot be explained in familiar verbal terms. This 
hypothesis is strengthened by the fact that, generally speaking, the first 
known visual expression is considerably later than first written sources 
dealing with a subject. Indeed, some ideas remain outside the visual 
vocabulary altogether, and were possibly less wide-spread than seems 
apparent from written sources. Miniatures are a particularly rich visual 
resource since they circulated among a fairly homogeneous public, they 
1
 Keith Moxey, "The politics of iconology" (paper presented at the conference 
Iconography at the crossroads, Princeton, 1990). 
2
 Ibid., p. 31. 
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are relatively free from corruption and less liable to decay than wall 
paintings or sculpture. Miniatures can, in some cases, provide a visual 
exegesis of the text. Visual symbols change with the demands of the 
society that uses them, and miniatures can provide an indication of 
how an idea or concept was viewed in the admittedly limited society 
that made and used the manuscripts in which they appear. They are in 
a different category to later works in which an individual was striving 
to express his own ideas: medieval 'art' can be said to express the ideas 
of at least a section of society.1 Visual sources, too, have the advantage 
of bringing out aspects that are not found in theological or didactical 
works. Camille has pointed out that 'by limiting itself to written models 
of interpretation, iconography does not take enough account of the 
uninscribed codes and cultural practices that are generated orally or 
performatively.'4 Many things may have simply been taken for granted 
or become absorbed into the culture and society of the time. The 
gradual usurpation of the fig by the apple as the forbidden fruit is a 
case in point. Adam striving to till the ground with an iron-shod spade 
gives a clearer idea of obtaining food by 'the sweat of his brow' than 
long discourses on the nature of the land outside paradise. We only 
need to compare body and pose of the Eve of the Grandval Bible with 
those of the Eve of the Manerius Bible to see that there is a different 
attitude to female sexuality. 
It must be remembered that any visual representation, to a certain 
extent, is propaganda. There were many reasons for illustrating a work, 
prestige, to honour God or the recipient, to give an exegesis of the text 
or to stimulate meditation and the memory. More subtly, perhaps largely 
unconscious, was the fact that by giving physical shape to something, 
to an idea or opinion, it became real and actual. By creating a visual 
entity, that entity acquired an existence. By being made concrete an idea 
was given a measure of validity. This is very basic to human thought, 
from primitive magic to present-day news-footage. Depicting death as 
a demon made it immediately more terrifying, and giving the serpent 
Eve's face put her firmly on the side of devil. In the period dealt with 
here, the authority of books and the written word added their weight 
J
 Ernst H. Gombnch, Meditatwm on a hobby-horse and other essays on the theory of art 
(London and New York, 1963) ρ 71 
4
 Michael Camille, "Mouths and meanings- towards an anti-iconography of medi­
eval art" (paper presented at the conference Iconography at the crossroads, Princeton, 
1990). 
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to the images that accompanied them, while the images gave form and 
substance to the ideas expressed in words. However, visual language has 
its own legitimacy and its own independence. It can confirm, comple-
ment or contradict a written text, giving a picture based on the 'reader's' 
knowledge of the ideas thus expressed. In this sense illustrations must 
be regarded less as a subtext and more as a parallel text, giving insight 
into the mentality of the makers. 
A period of four hundred years covers a great many miniatures; never-
theless, for the changes to be evident a long period is essential: atti-
tudes do not change over night. The starting date was not difficult to 
determine as the first visual sources since Early Christian art, which 
in the case of death, relied heavily on late antique models, appeared 
around the first half of the ninth century. The end date was less easy 
to fix, but around the end of the twelfth century the personification of 
the eschatological death made way for the development of that of the 
physical death. Around the same time the depictions of the fall of man 
took on many of the conventions that arc easily recognisable today and, 
more importantly, the relationship between death and sin took a new 
turn. Since the Carolingian miniatures from northern France form the 
basis of this study of further iconographie developments it was decided 
to restrict the geographical area to the present day France, Germany, 
the Low Countries and England, as it was there that this basis had 
its greatest influence. There are very considerable stylistic differences 
between, say Ottonian and Anglo-Saxon works, and the iconography 
was greatly influenced by the various contexts, but both have their 
roots in their Carolingian predecessors. While in no way denying their 
importance and influence, Italian, Spanish, Celtic and Byzantine works 
have not been included, pardy because they represent their own very 
specific traditions both stylistically and iconographically. It would be 
extremely interesting if further research covering these areas showed 
divergent trends, but within the limits of this study such an extension 
of the geographical area would mean less detailed research and also 
one that had less cohesion and homogeneity. 
The problem of researcher subjectivity has been partially met by various 
means. Firsdy, by considering the works within a context and comparing 
their message to that of written sources. Secondly, the importance of 
the fall as a subject within a particular period was checked against the 
popularity of other subjects. Based on information from the Index of 
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Christian Art in Utrecht the frequency of the fall was compared with the 
frequency of five other subjects, the crucifixion, last judgement, Noah's 
ark, the Lamb of God and Abraham's sacrifice of Isaac, in each of the 
centuries and in the same geographical areas. This was then expressed 
in percentages to compensate for the generally higher figures of later 
manuscripts.5 While all subjects showed fluctuations in popularity, it 
was noticeable that the fall had a considerable dip in popularity in the 
tenth and eleventh centuries. This was even more discernable when 
looking at the more precise dating of the works. It was clear that there 
were clusters round the mid-ninth century and 1000- times in which 
we find more works with a personification of death. From the very late 
eleventh century onwards the fall increased in popularity, and while 
Adam and Eve's temptation appeared in more and more manuscripts, 
figures that could unambiguously be described as personifications of 
death decreased. Both the clusters and the decrease in the number of 
depictions of death gave rise to particular approaches in the research. 
The grouping of the incidences of the fall led to treating each cluster 
as an entity. By this I mean that each miniature that could be found 
from that period was analysed to see which iconographie features were 
most common in that particular period. By doing this, it was possible 
to construct a basic type that could serve as an example of what was 
generally recognised as expressing the period's attitude to the fall and, 
to a certain extent, to sin in general.6 This was related to the general 
context, and together this context and the basic type provided an 
instrument of measurement against which specific manuscripts could 
be compared and their more exact context examined. The advantages 
of this basic type in each period were that it was possible to see what 
was 'typical' and what was specific to individual manuscripts. In this 
way justice was done to both the larger picture and the particular 
manuscripts in iconography and context. The specific manuscripts, in 
the case of the twelfth century a selection of these, were then further 
analysed, and set in their context, as far as it is known. In this way 
extraordinary features became apparent, but also features that were 
part of the general visual vocabulary of the fall at the time. 
'' See appendix A. 
6
 In only one case did an actual manuscript fulfil the conditions of the basic type. 
This was the Vivian Bible discussed in chapter one. 
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The miniatures that dealt with personifications of death had to be 
treated slighdy differently since they were used in a much more varied 
context. While the fall was used to illustrate not only Genesis 1 3, but 
other works such as the Psalms and moral or didactic texts, all based 
their miniatures on the Genesis narrative. The personifications of death 
lacked the narrative basis. Analyses of the two ninth century psalters 
now in Utrecht and Stuttgart related certain figures to references to 
death in the psalm texts: these were extremely diverse but could be 
divided into two main categories, the anthropomorphic and serpen-
tine, found in both works. By seeing how each category changed and 
developed, the relative popularity of each type and the way they were 
used, it was possible to look at these changes in the same way as the fall 
images. Again individual manuscripts were analysed and the influence 
of their specific context was considered. Since death was regarded as 
the sentence on mankind for his sin, death in fact being the result of 
sin, the messages broadcast by both fall and death images were com-
pared to see if there was a connection between ideas of sin and ideas 
of death in each period, and how these related to each other. 
The aim of this method was two-fold. Firsdy, it was used to provide 
a general picture, or rather a series of general pictures, which could 
show iconographie trends. Metaphors, visual and otherwise, change 
to meet the demands of the society that uses them: a metaphor must 
express adequately the idea the maker wishes to convey, and that idea 
must be recognised by the public for which it was intended. Sinding-
Larsen has said, righdy, that art in churches must be seen in relation 
to the liturgy of the society in which it was made.7 Dutton warned that 
changes in metaphor indicate that ideas and perceptions have changed.8 
The changes in the visual metaphors for sin and death can be regarded 
as indicating changes in attitude. The use of the basic type provides a 
broad basis for this since it evens out the idiosyncrasies of individual 
manuscripts and miniatures. The subsequent examination of individual 
works shows how these changes were implemented in practice, and 
how each work responded, not only to the general pressures of the 
age in which it was made, but also to the individual circumstances of 
its making. In essence, each cluster or period is first regarded with a 
' S. Sinding-ljarsen, Iconography and nlual. A study of analytical perspectives (Oslo, Bergen, 
Stavanger, Tromso, 1984). 
8
 P.E. Dutton, The politics of dreaming in the (Jarolingian Empire (Lincoln and London, 
1994) p. 258 
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broad lens and thereafter the focus is narrowed for a close and detailed 
study that reveals similarities and discrepancies. 
The method, in many ways, has dictated the form of this book. The 
first four chapters have the same basic structure. Each opens with a 
discussion of the general conditions of the times: this is not a con-
densed history of the period but a consideration of those aspects that 
can be thought to have had influence on how men regarded sin and 
death, and on the production of manuscripts. Here too theological 
and other works are considered for the views expressed on sin and 
death. A description of the basic type and its construction is given and 
related to the general context. The next section deals with individual 
manuscripts and the detailed analyses of the miniatures of the fall. At 
this point the atdtude to sin displayed in the miniatures is discussed. 
Miniatures with personifications or other metaphors for death are 
then dealt with, and finally the messages broadcast by both types of 
miniatures arc considered. Chapter one concerns Carolingian works 
of the mid-ninth century and their relation to the social and political 
situation, in particular that of the circle round Charles the Bald. In 
chapter two, which deals with the works made in the very late tenth 
century and first half of the eleventh century, the emphasis shifts to 
Anglo-Saxon illumination and its influence, and the context is that of 
Cluniac reform. While much of the chapter is devoted to the Anglo-
Saxon miniatures, French and German works are also considered. The 
third and fourth chapters have a much wider geographical spread and 
their context is much broader. For the first, a selection of miniatures 
to be analysed in detail has had to be made and these are set against 
a wider European background. The fifth chapter considers how the fall 
was presented to a wider public: it asks just what was this wider public 
and if the messages broadcast differed in any way from those of the 
miniatures, and if so, in what way. Chapter six draws together briefly 
my conclusions and shows how the metaphors change into those of 
the late Middle Ages. 

CHAPTER ONE 
THE NINTH CENTURY: LOYALTY AND LORDSHIP 
IN THE PRANKISH REALM 
1. The General Context 
In the Middle Ages the fall of man was not one of the most popular 
subjects for visual representation, and before the twelfth century it 
was relatively rare to find depictions of it in north-western Europe. 
It is more than possible that many works have been lost or destroyed. 
Nevertheless, if we compare the percentage of the works depicting 
the fall with other subjects it is clear that it was never in the forefront 
of popularity. Even more intriguing is the fact that such depictions as 
there are in the earlier period come in clusters. This applies to both 
time and geographical spread, and gives rise to the question as to what 
turned men's minds to the events recounted in Genesis 1 3, and gave 
them the need or desire to express in visual form their idea of how sin 
and death came to mankind. All cultural expressions reflect, to some 
extent, the preoccupations of the society in which, and for which, they 
were made, either confirming or rejecting the concepts accepted at the 
time. Other than a Merovingian terracotta tile, there are no known 
depictions of the fall in the area under consideration from the early 
Christian period—and many of these were from southern Europe until 
the mid-ninth century. There are four major fall cycles that date from 
the late 830s to circa 874, all from northern France. Within the same 
period in the ninth century we find the first visualised conceptions of 
death since the Early Christian use of Thanatos,1 and again these are 
of northern French origin. There is a hiatus in both types of images 
until around the beginning of the eleventh century when the geographi-
cal origins shifted to the predominantly Anglo-Saxon area, and both 
have undergone considerable changes in the intervening century and 
a quarter. 
1
 Erwin Panofsky, Tomb Sculpture (London, 1992). 
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There are various factors that can be considered when trying to 
discover why at certain times and in certain places we find depictions 
of the fall. The enormous increase in manuscript production in the 
ninth century is most certainly a factor, but this does not explain the 
very specific area and time of origin. The question arises, were there 
factors at work in the society that made and used these works that led 
them to question or reaffirm the nature of sin and its consequence, 
death? A long line of theologians and exegetes had already consid-
ered the nature of Adam's sin: pride, greed, rebelliousness, sexuality 
had all been considered. In many of these we see a reflection of the 
social values of their time: by defining Adam's sin visually, and thereby 
making it immediate and concrete, the makers of the manuscripts and 
miniatures propagated not only an idea of what constituted sin, but 
what values they held for their own society. A society whose values are 
unchallenged has no need to elaborate or defend those values, or to 
attack them. To be able to understand the miniatures of the fall and 
of death it is necessary to put these within the context from which 
they came. In the case of the four Carolingian Bibles, the immediate 
context is fairly limited, but the greater social and political situation 
provides the background to understanding both the miniatures and the 
views they propagated. 
1.1 Political, Social and Religious Change 
The ninth century was a time of change and flux in north-western 
Europe: systems of government and administration were developing 
along new lines; relationships between king and vassals, and between 
ruler and Church, were also changing. External threats caused uncer-
tainty as well as loss and damage. The use of a partial monetary 
economy had social as well as economic consequences. The ninth 
century Prankish lands, in general, were divided into demesne lands for 
the use of the lord and tenure land held in return for service or pay-
ment.2 While payment in kind has often been assumed, Nelson argues 
convincingly that in the lands of Charles the Bald there was increasing 
use of monetary payment.3 It has been argued that the cessation of 
2
 N.GJ. Pounds, "Northwest Europe in the ninth century; its geography in the light 
of the polyptyques," AnnaL· of the Association of Ameruan Geographers 57 (1967). 
1
 Janet L. Nelson, Charles the Bald (London and New York, 1992). 
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minting gold coinage indicates a general decline in monetary activity.4 
However, it is more likely that the minting of lower value coinage is a 
sign that monetary transactions were not confined to the higher ranks 
of society. The control of the mints was an important factor in both 
efièctive administration and increasing revenue. With the Edict of Pitres 
864, Charles the Bald not only successfully re-valued the silver currency, 
but also took control of the mints.5 
... from the time of the feast of St. Martin throughout our whole realm, 
no denarii, except those of our new mintage should be accepted. And from 
that day anyone who produces another denarius for a business transaction 
should be deprived of it by the count or other official... 
Further evidence of royal control of economic matters is to be found in 
the charters of Charles granting markets and laying the stress on the fact 
that only markets with royal authorisation were to be allowed.b These 
markets also used coins as well as barter, and peasant participation in 
these gave them the means to accumulate, if not wealth, a degree of 
independence of their immediate lords. Another indication of the social 
changes of the period is the extent of colonisation. It seems that in 
these newly colonised areas land was inheritable within the family that 
established cultivation.7 Certainly there seems to have been provision for 
settlers to 'sell and trade and even lease fields expressly declared to be 
the property of another man or of a church... custom seems likewise 
to have permitted squatters to settle upon another man's wastelands 
even without his permission, to retain permanent use of the lands 
improved, provided only that a customary rent was paid.'" Herlihy's 
sources, unfortunately, do not seem to give an indication of the status 
of these tenants. The enterprising colonists mentioned by Nelson could 
have been either from another part of the country—they are often 
described as 'strangers'—or younger sons striking out on their own.0 
4
 R.S. Lopez, "Of towns and trade," in hfi and thought in the early MiddL· Ages, ed. 
R.S. Hoyt (Minneapolis, 1967). 
5
 Edict of Pitres, clause 10. 
6
 MGH, Capit II, no. 273, c. 19. 
7
 D. Herlihy, "The Carohngian mansus," Economic Histoiy Review 13 (1960), Nelson, 
Charles the BaJd. 
8
 Herlihy, "The Carolingian mansus." 
9
 For Charles' encouragement of bringing new land under cultivation see M. Rouche, 
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It is in just such 'new' lands that Lynn White Jr. sees the agricultural 
innovations, such as the heavy plough, the horse collar and the three 
field system, being introduced.10 That peasants were not, or not always, 
tied to the land seems to be indicated, not only by these sources but also 
by the measures taken at Pitres in 864 concerning migrant workers, and 
the sale by peasants of the holdings on which the main part of their 
dues were assessed. Nelson also speculates that the peasant participa-
tion in a monetary economy could be used not only to meet the dues 
owed to their lord, but to rent new land and increase the family hold-
ing. The social and economic flexibility was reflected in the peasant 
donations to the Church. 
Despite the conclusion of historical hindsight that the early and mid-
ninth century was a period of high conjuncture, at least in the western 
part of Francia, as well as social movement and change, this was not 
evident to contemporaries. What was visible to them and what they 
recorded in the various annals of the period are the problems caused 
by natural and man-made disasters. Those problems were very real 
and stemmed from a variety of causes, the struggles between potentes, 
the wars between the sons of Louis the Pious the Viking raids, bad 
harvests, storms and other natural disasters. The Annals of St. Berlin 
for 843 state:" 
So many and such great disasters followed, while brigands ravaged 
everything everywhere, that people in many areas throughout Gaul were 
reduced to eating earth mixed with a little bit of flour and made into a sort 
of bread. It was a crying shame—no, worse, a most execrable crime—that 
there was plenty of fodder for the horses of those brigands while human 
beings were short of even tiny crusts of earth-and-flour mixture. 
Sixteen years later (859) the same Annals report:12 
The Danish pirates having made a long sea-voyage (for they had sailed 
between Spain and Africa) entered the Rhône, where they pillaged many 
cities and monasteries and established themselves on the island called 
Camargue... They devastated everything before them as far as the city 
10
 Lynn White Jr., "The life of the silent majority," in hfe and thought in the early 
Middle Ages, ed. R.S. Hoyt (Minneapolis, 1967). 
1
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u
 Ibid. 
THE gTH CENTURY: LOYALTY & LORDSHIP IN THE PRANKISH REALM 13 
of Valence. Then, after ravaging all these regions, they returned to the 
island where they had fixed their habitation. 
Natural disasters, too, loomed large; sickness, floods and poor harvests 
were an ever-present danger:13 
On January 1st of that season, in the octave of the Lord, towards evening, 
a great deal of thunder was heard and a mighty flash of lightening seen; 
and an overflow of water afflicted the human race during this winter. In the 
following summer an all too great heat of the sun burned the earth. 
Other less common disaster such as the earthquake mentioned in the 
Annals of Xanten caused not only hardship but a great deal of fear, 
and sometimes seem to be implicidy linked to the Viking raids:14 
Twice in the canton of Worms there was an earthquake; the first in the 
night following Palm Sunday, the second in the holy night of Christ's 
resurrection. In the same year the heathen broke in upon the Christians 
at many points, but more than twelve thousand of then were killed by 
the Frisians. Another party of invaders devastated Gaul; of these more 
than six hundred men perished. 
Ravages and disasters such as these contributed to the movement of 
population and the general social instability. It is also clear from the 
entries in the annals that they led to feelings of insecurity and questions 
as to what the Prankish people had done to deserve such tribulations. 
The Franks saw themselves as the new 'Chosen People', a Christian 
force surrounded by pagans and Moslems. According to the prevalent 
ideology it was their duty to defend the Church, to behave and act 
according to God's Law, and the duty of the ruler to promote God's 
plan for mankind and to rule as His deputy on earth. After the militant 
evangelism of Charlemagne, with its enforced baptisms and destrucdon 
of pagan shrines, his heirs found themselves and the Christian world 
on the defensive. Fear was not the only inducement to conversion: the 
pagan population was sometimes promised material rewards and support 
in return for baptism. In conquered lands those leading families who 
accepted Christianity, 'which was apparendy accepted by the Prankish 
rulers as an open sign of political submission,"5 stood a good chance 
IJ
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of power under the Carolingian system. Nevertheless it is clear that 
a Christian conversion, based on fear, might and acquisitiveness, had 
but shallow roots. The extent of the conversion of such peoples as the 
Danes and Saxons was complicated by social and political factors. The 
internal struggles for the Danish throne were the subject of intervention 
by the Carolingian monarchs who provided their candidates with sup-
port and refuge. The acceptance of Christianity and Carolingian rule 
by the upper order of the Saxons and the subsequent loss of political 
privileges of the two lower orders combined to give rise to the revolt 
of 841-842. Charlemagne's 'missionary' campaigns had also provided 
him with much war booty and tribute that gave him the means to 
reward his followers with not just valuable objects but also lands and 
privileges. His heirs were not only deprived of this income but were 
forced into considerable expenditure in defence of their lands. They 
had to raise levies and monies, and in many case had to pay a form 
of tribute themselves to 'buy off' Viking raiders. 
Doctrinal uncertainty added to the confusion felt by many. The 
relatively civilised theological debates of the Court of Charlemagne 
over iconoclasm and adoptionism gave way to the bitter struggles over 
predestination and Johannes Scottus Eruigenia's writings that followed.16 
It was the study of the works of Augustine and Jerome on Galatians 
that led the monk, Gottschalk to his theory of double predestina-
tion.17 This theory that attacked the very foundations of man's free 
will gave rise to a controversy not only between Gottschalk and other 
churchmen, but brought the educated and interested layman into the 
dispute. The question is of the greatest importance in trying to assess 
how people thought about guilt and redemption. The idea that man 
had free will, the freedom to choose whether or not to sin, had long 
been a basic belief: the will to good and the will to evil were essential 
to a belief in a redeeming God and in the intrinsic worthiness of the 
Christian as responsible for the choices he or she makes.18 Methodius 
in the early fourth century argues in the Symponwn of the Ten Virgins, 
that Adam was given free will, that is freedom from necessity and in 
16
 For an overview on the debate see D. Ganz, "The debate on predestination," in 
Charles the Bald Court and Kingdom, ed. Margret T. Gibson and Janet L. Nelson (Oxford, 
1990). 
17
 For an account of the change of views over free will from the early Fathers to 
Augustine see Elaine Pagels, Adam, Eve and the serpent (New York, 1988). 
18
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particular freedom to control his own sexual impulses. Adam chose to 
sin: he was not overwhelmed by the physical drives of his own body.19 
At the Second Council of Orange in 529 the bishops declared that 
all who are willing to receive God's grace can and will be saved. The 
acceptance of grace is a matter of free will and, of course, there will 
always be those who refuse. This touches on a difficult problem for 
theologians from early Christian times onwards: what had you to do 
to accept grace? For many people it was simply baptism and belief, 
but for many others it made great demands on the Christian. In the 
third century Clement and Origen developed the idea of a trial by fire 
based on Luke 3:16, but came to the conclusion that the Christian had 
nothing to fear and that 'the marks of the baths of water and spirit will 
remain as signs that one is worthy of receiving the fire of baptism in 
Jesus Christ.'20 While Augustine believed that it was impossible to resist 
sin without the grace and strength of God, he did not deny free will as 
such. He makes a distinction, based on his own sexual desires, between 
the desire to follow God's will and the ability of the unaided mind to 
control the body's urge to sin. Augustine saw a struggle between the 
will to good and the will to evil: 'Myself I willed it, myself I nilled it.'21 
Thus God's help was needed even for those who most earnestly desired 
to choose good, but that first impetus of one's own will to good was 
of the essence. The Council of Orange's declaration came down to 
the same thing, though couched in less despondent terms. With God's 
help, said the bishops in 529, everyone can overcome his will to evil, 
but they must want to do so—they must be 'willing.' That decision is 
theirs, not one forced on them by destiny. However, it was Augustine's 
assertion that no one, contaminated by sin as they were, was able to 
successfully avoid evil unaided, that led Gottschalk to develop his ideas 
of double predestination: his own statement made to Hrabanus Maurus 
at the Council of Mainz in 848 was clear and brief.22 
19
 Elaine Pagels, "Freedom from necessity: Philosophic and personal dimensions 
of Christian conversion," in Genesis 1-3 in the history of exegesu: intngue m the garden, ed. 
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I, Gottschalk believe and confess, publicly declare and bear witness that, 
from God the Father through God the Son, in God the Holy Spirit, and 
I affirm and maintain before God and his saints, that predesdnation is 
double, either of the elect to heaven or of the reprobate to death. Just as 
an unchangeable God unchangeably predestined, even before the creation 
of the world, all his elect by his free grace to eternal life, so the same 
unchangeable God by his just judgment unchangeably predestined all the 
reprobates, who on Judgement Day will be damned fully and deservedly 
on account of their evil merits, to everlasting death. 
Gottschalk's criücs, including Hincmar of Reims the supporter and 
advisor of Charles the Bald made a somewhat uneasy distinction 
between 'pre-knowledge' and predestination. In 849 Hincmar wrote 
to Gottschalk that:23 
God wills the final salvation of all souls, to be attained by the redemption 
offered to all by Christ in his Passion, and by the Divine gift of grace 
offered to all during their lives on earth. 
God has also given to all souls the gift of free will. He has known from 
all eternity what will be the final state of each in the life to come; but 
compels none to co-operate with His grace. The soul that chooses to reject 
Him, God will not and cannot, compel to accept Him, or that Vision of 
Himself which will be the joy of the life hereafter. 
Hincmar laid the stress on God's goodness, his will to save all—thereby 
exonerating God of the responsibility for evil that can be implied by a 
doctrine that holds that some are predestined to evil. He stresses also 
that unredeemed man's fate is just, but that God, in his mercy, offers 
salvation and offers it to all. It is man's choice to accept or reject that 
grace. Nevertheless, we see here Hincmar attempting to harmonize 
not only God's justice and mercy, but also his omniscience. God knows 
beforehand those who will reject Him and redemption.24 Hrabanus 
Maurus' reaction was even more extreme. He embarked on a polemic 
against Gottschalk and his teaching, declaring that Gottschalk claimed 
God was malevolent and unjust, that he preferred the devil to God 
and, by refusing to beheve that man could not be rescued from the 
21
 Cued E.S. Ducket, Caroknguin portraits (Ann Arbor, 1962). 
24
 See Ganz, "The debate on predestination.", J. Marabon, 'John Scottus and 
Carolingian theology: from Preadestione, its background and its cntics to Periphy-
seon," in Charles the Bald; Court and Kingdom, ed. Margret T. Gibson and Janet L. Nelson 
(Oxford, 1990). 
THE gTH CENTURY: LOYALTY & LORDSHIP IN THE PRANKISH REALM 1 7 
sin of Adam and Eve, he was hostile to the human race. He ended 
by claiming:25 
And so all these things having been demonstrated, is proved to be his own 
worst enemy, since not only does he ready the fires of hell for himself in 
this way, but even in this, that by seducing others through the doctrine 
of his error away from the way of truth he makes them the companions 
of his own damnation. For which reason [Gottschalk] himself will surely 
suflèr a fitting punishment in the eternal fires [of hell]. 
The political aspects of the debate afiècted not only the personalities 
involved, but also the general peace and control of the realm. The great 
danger of the theory of double predestination was that it seemed to 
deny the efficacy of a good life and good works: if you were destined 
to be damned, then it made no difference to you what you did. This 
was a threat not only to the authority of the Church, but also to the 
stability of the state, in that it could be said to encourage lawlessness 
and revolt. The community of interest of Church and state is evident 
here, and those who were leaders of both, such as Hincmar could not 
allow the challenge to the established order to go unanswered. Hra-
banus Maurus summed up the problem for public order in a letter to 
Hincmar, dated 848.26 
He [Gottschalk] declares... that there are people in this world who since 
they are compelled by predestination of God to go to death, cannot cor-
rect themselves of error and sin. As I hear, he as already seduced many, 
and they are less attentive to their salvation, for they say: "what profits 
me to strive to serve God, for if I am predestined to death I shall never 
escape it, but if, on the contrary, I behave badly and am predestined to 
life, without any doubt I shall go to eternal rest." 
Not everyone reacted so violently to the idea of double predestination. 
Not only was the problem of public order a cause for concern for 
Charles the Bald: the controversy and his reaction to it 'betray dismay 
at the prospect of predestined damnation for unknown numbers of 
his subjects but plainly also his indignation that his clergy should be 
25
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thrown into confusion.'27 Lupus of Ferneres wrote in a letter to Charles 
the Bald circa 849: 
This dividing into the saved and the condemned has been, is, and will be: 
and it will be revealed when time is over, at the Last Judgement. Those 
on whom God has pity are predestined to enjoy Him and His heaven. 
Those whom He hardens in spirit, that is, those whose hearts He does 
not will to soften, are left without hope of His sight.28 
It is important to note that not only such important and influential 
scholars as Lupus and Ratramnus of Corbie were inclined towards 
Gottschalk's views in the controversy, but that the matter was debated 
in wider circles than the purely ecclesiastical or monastic: it was clearly 
a matter for discussion at court. There is very little evidence for what 
ordinary people thought and believed. In her survey of sermons 
preached from circa 500 to circa 1300 De Reu remarks on the continu-
ing theme of who will be saved.29 Her analysis shows some interesting 
features such as that in the Merovingian and Carolingian period the 
emphasis lay on Christ as judge and on his human nature, while Christ 
as saviour received far less attention. She also notes the influence of 
Augustine and the passive role expected of men who can do nothing 
to alter their fate and that 'it was prideful and sinful to want to alter 
any part of the divine plan.'30 
Faced with raids, natural disasters, deprived of the certainty of salva-
tion, and faced the uncertainties, squabbles and downright hostilities 
among the leaders of both Church and state there is little wonder 
that many began to question what they, as the Frankish nation, had 
done to bring this upon themselves. Once they had seen themselves as 
described in the prologue to the Salic Law, written for Pippin but also 
used by Charlemagne.31 
" J.M. WaUace-HadnU, The Frankish Church (Oxford, 1983) pp. 243244 . 
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The famous race of the Franks, whose Founder is God, strong in arms, 
true to its alliances, deep in counsel, noble in body, untouched in sin-
cerity, beautiful in form, daring, swift and fierce, now converted to the 
Catholic Faith, free from heresy; while still held in a barbaric [rite], by 
God's inspiration, according to the quality of its customs, sought after 
the key of knowledge, desiring justice, keeping piety, dictated the Salic 
law... Long live Christ who loves the Franks! May he guard their king-
dom, fill their leaders with the light of His Grace, protect their army, 
accord them the defence of the Faith! May the Lord of Lords concede 
them, of His Mercy, the joys of peace and days full of happiness! For 
this is the race which, brave and valiant, threw off in batde from their 
necks the most hard Roman yoke, and it is the Franks who, after Bap-
tism, have enclosed in gold and precious stones the bodies of the Holy 
Martyrs, whom the Romans had burnt by fire, mutilated by the sword, 
or thrown to wild beasts. 
The Franks, then, were beloved of God and ready to succeed where the 
Romans had failed. Much has been written over the imperial ambitions 
of the Carolingians, of their great efibrt to revive and conserve classical 
learning, but their ambition was directed not at the restoration of the 
Empire of pagan Rome, but the establishment of a Christian Empire 
that would defend the Church and promulgate the Kingdom of God. 
This was their charge and various theologians wrote of the dangers 
of abandoning that task and the laws of God. The language of the 
prologue contrasts sharply with that of other texts that warn the Franks 
of the wrath of God. Wala and Paschius Radbertus warned that the 
famines, pestilence, storms, civil wars and such disasters were the result 
of the Franks ignoring the word of God. The court was corrupt and 
the king was answerable for his people on the day of judgement. An 
imperial document dated 829 notes an ordinance of Louis the Pious 
giving his bishops the task of determining whether the conduct of the 
laity conformed to divine law. He also ordered bishops to consider the 
conduct of clerics and to take measures to ensure that it was fitting. 
Ten years later the Annals of St. Berlin for 839 mentions the presence 
of an English envoy asking permission for the English king to travel 
tnbuat. Haec est enim gens ualida, quae Romanorum iugem dunssimum de suis ceruibibus discussit 
pugnando, atque post agnitwnem baphsimi sanctorum martyrum corpora, quae Romani igne cremauerunt 
vel ferro truncauerunt atque betiis lacarando proucterunt, Frana super eos aurum lapides preaosos 
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through Francia on his way to Rome.3 2 T h e envoy also advised Louis 
to 'devote even more careful attention and concern to the salvation of 
souls of those subject to him'—this as a result of a vision of a pious 
English priest in which he saw lines in books that were written in blood 
and represented 
all the sins of the Christian people, because they are so utterly unwilling 
to obey the orders and fulfil the precepts of those divine books. These 
boys now, moving about here and looking as if they are reading, are 
the souls of the saints who grieve every day over the sins and crimes of 
Christians and intercede for them so that they may finally be turned to 
repentance some day. And if those souls of the saints did not cry out to 
God with incessant weeping, there would already have been an end to so 
many evil men in the Christian people some time ago. You will recall that 
this very year, fruit came forth in abundance on the land and on the trees 
and vines too, but because of the sins of men most of this fruit perished 
and never came to be consumed or used by anyone. If Chrisdan people 
do not quickly do penance for their various vices and crimes and don't 
observe the Lord's Day in a stricter and worthier way, then a great and 
crushing disaster will swifdy come upon them: for three days and nights 
a very dense fog will spread over their land, and then all of a sudden 
pagan men will lay waste with fire and sword most of the people and 
land of the Christians along with all they posses. But if instead they are 
willing to do true penance immediately and carefully atone for their sins 
according to the Lord's command with fasting, prayer and alms-giving, 
then they may still escape those punishments and disasters through the 
intercession of the saints. 
Jonas of Orleans warned that:33 
those who live by wickedness and do not make reparation for their deeds 
by penitent lamentation and generous almsgiving, but rather persist in 
them until their dying day, will suffer more atrocious torments than those 
who, though never baptized in the font of Christ into the Church, have 
nevertheless done good works. 
As God 's 'Chosen People' the Franks should not only be assured of 
salvation, they should be in the forefront of the fight to win God 's 
Kingdom; it was their promised land, but the sins of the people, the 
lack of discipline, the greed and injustice brought that inheritance into 
12
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question. By abandoning 'the celestial laws which God. . . has promul-
gated,'34 the Franks were betraying not only their God-given task of 
defending the Church and working for the completion of God's plan, 
but were also endangering their own status and salvation. While the ills 
that beset the Frankish realms were obvious to all, for those who followed 
Gottschalk's doctrine it seemed that these were due to a lack of grace, 
and since that was God-given, the ills were irremediable. To others the 
fault lay in the unwillingness of men to follow God's commands, and 
the remedy lay in bringing them to a sense of their responsibility. In 
this the role of the ruler was of crucial importance. 
1.2 Ruler Theory and the Power of Propaganda 
The political face of western Europe had changed considerably since 
Charlemagne's time and this was not only due to the social and eco-
nomic developments of an increasingly monetary system and a popula-
tion that, for whatever reasons, was more mobile. The empire under 
a single ruler in the reigns of Charlemagne and Louis the Pious was 
due more to circumstances than to planning; the idea of the unity of 
the empire, even with subsidiary regna, was an ideal. However, Louis 
the Pious left three adult sons whose ambitions and rivalry effectively 
put paid to the empire as a unity. Attempts were made by Louis to 
keep the integrity of the Empire intact, chiefly by the Ordinano Imperìi 
of 817 that aimed to combine fairness to his sons with 'depersonalised' 
power.35 Ix)thar, Louis eldest son, was to be a junior emperor and to 
have the whole of Francia on his father's death: the younger brothers 
were given smaller regna, they were to be subject to their elder brother 
and were also commended to his care. If either younger son should die 
without legitimate issue, his share was to revert to his elder brother. The 
plan also 'disinherited' Louis' nephew Bernard of Italy promising those 
lands to Lothar. This raised the question whether the position of the 
illegitimate Bernard's rule in Italy was a special favour or a legitimate 
claim to rulership. If the latter were to be the case then this would put 
Bernard's heirs in a position to rival Louis' sons, not just to Italy but to 
11
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the main Prankish lands and the imperial tide itself.16 The Merovingian 
tradition whereby all legitimate sons were eligible for a crown and to 
have a share in the kingdom, if possessing sufficient political support, 
had already been overturned by Charlemagne's first division of his 
Empire in 806, the provisions of which made 'a conscious break with 
Prankish tradition.'3 7 While the empire, both under Charlemagne's 
division and that of Louis the Pious, provided for younger sons by 
giving them their own regna—and incidentally keeping them relatively 
quiescent it was clear that a further division of the Prankish empire 
was seen as undesirable. This aspect is shown clearly by clause 14 of 
the Ordinaho: 
But if any one of them, [the younger sons] dying, shall leave lawful chil­
dren, his power shall not be divided among them, but rather the people, 
coming together in common, shall elect one of them who shad] be pleasing 
to God; and this one the elder brother shall receive as a brother and a 
son, and, himself being treated with paternal honour, shall observe this 
constitution towards him in every way But in the matter of the other 
children they shall, with pious love, discuss how they may keep them and 
give them advice, after the manner of our parents. 
This also shows clearly that, while Lothar was to be Emperor, pri­
mogeniture was not a fixed principle. Indeed, the Carolingians had 
a history of younger sons succeeding, with their own legend of the 
pious younger son Ansegesus, providing both a justifying factor and 
a link to the Church and works of charity3 8 It is impossible to say if 
the scheme would have preserved the unity of the Empire or led to a 
fixed system of inheritance, but these plans were made null and void 
by Louis' second marriage and the birth of another son. His second 
wife, Judith appears to have been a lady of very strong character and 
ambition, especially where her son was concerned.19 Louis' attempts 
Λ
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to carve a part of the realm for this youngest son, the later Charles 
the Bald, led his elder sons to rebel, notably in 833 when Lothar with 
the help of various followers and bishops forced a public penance on 
his father and effectively deposed him. Lothar's rebellion was of short 
duration, and if not fully restored to his former position, he was still 
regarded as Louis' successor as emperor. The death of Pippin, the son 
whose regna was Aquitaine, and the unsuccessful rebellion of Louis the 
German in 838 and 839 led Louis to a new division of the Prankish 
lands decided at Worms in 839. The younger Louis was to have Bavaria 
and the remaining land was to be divided between Lothar, despite his 
continued rebellious attitude, and the fifteen year-old Charles. The 
Annals of St. Bertin state that Lothar had considerable choice in defin-
ing his share: he was asked to make a fair division and Louis would 
then decide which son would have which half, but he was unable to do 
so. As a result Louis made the division but allowed Lothar to choose 
which half of the realm would be under his direct control. He chose 
the eastern half that included the imperial capital of Aachen and the 
Italian lands. He also vowed to protect Charles, his godson. Despite 
this, on Louis' death Lothar claimed the whole empire. 
Nithard described how, after Lothar's defeat in 842, the assembled 
clerics examined his character and fitness to rule:40 
These men examined Lothar deeds from the very beginning: how he had 
driven his father from the kingdom; how often by his greed he had caused 
Christian people to break their oaths; how often he himself had broken 
his promises to his father and brothers; often he had tried after the death 
of their father to disinherit and destroy his brothers; how much murder, 
adultery, destruction by fire, and crime of every sort the entire Church 
had sufièred because of his most execrable greed. In addition they charged 
that he did not have the knowledge to govern the commonwealth nor 
could they find a trace of good will in his conduct of the government. In 
view of this Lothar deserved that the just judgement of Almighty God 
drove him first from the battlefield and then from the kingdom. 
Nithard was Charles's man and wrote Historiae at his behest, moreover 
he had a personal grudge against Lothar for the loss of his lands; 
nevertheless it is interesting to note the findings against Lothar in this 
account as it states not only those qualities that were thought undesirable 
in a ruler but also gives expression to the relationship that should exist 
40
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between lord and man. Lothar was a rebel and oath breaker who not 
only caused physical hardship and damage but also led others into the 
same sins. It is important to note that it was an assembly that examined 
Lothar's conduct. Assemblies of the notables of the land for consultation 
or ratifying of edicts, to a certain extent, were a brake on royal power 
and a source of royal revenue.41 They could also serve as a lever to 
further the interests of the individual or faction of potentes. According 
to Ganshof they lost their 'character of government institutions and 
took the form of meetings for promoting factional interests.'42 They 
were a chance for a ruler to make or reinforce ties. For a monarch it 
was essential to bind his supporters to him, especially in the politically 
unstable period of the mid ninth century, and to do this various means 
were used including material rewards and propaganda. 
Satisfying followers was an essential part of rulership, and in times of 
crisis, when men changed allegiance, the promise of honores and beneficia 
was a powerful weapon in the fight to obtain and retain support. Accord-
ing to contemporary sources, such as the capitularies, the vassus owed 
his lord his total loyalty and the lord in return was supposed to protect 
and provide for his vassal.43 However often it was repeated that, as an 
ideal, a man followed his lord, the reality was difierent. Men changed 
sides and supporters were bought with land and titles. It could be argued 
that if a lord failed to provide his vassus with appropriate honores, he had 
failed in his duty and the vassal was justified in abandoning his lord 
for another. The status of vassi dominici demanded that their quality be 
recognised by their lord and be given due respect.44 Even when a potens 
adhered to his lord, he could not be sure of reward, as Nithard found 
out. He expected his lands, lost to Lothar, to be returned to him in the 
setdement between the brothers, but:45 
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since he [Lothar] would not have, he said, in the share [of the regnum] 
they were offering him the wherewithal! to make good to his supporters 
that which they had lost. The envoys—I do not know by what trickery 
they were deceived—thus increased Lothar's share of the regnum... 
This emphasis on the need for a ruler to reward his followers caused a 
degree of uncertainty and instability in any political situation. The king 
was dependent on his potentes for support, but they were also dependent 
on him for their position. The potentes had dependents and followers of 
their own to satisfy, and their relationship with the king was just one 
link in a chain. Even those family members entering a cloister were 
expected to bring with them land or revenues.46 For many potentes the 
choice of whose man to be was dictated by the potential wealth and 
power to be gained from a ruler, or by the desire to retain family land 
held in a regnum of a different ruler. It may have been the desire to hold 
onto lands in Lothar's regnum that caused Adalhard, until that point 
closely connected with Charles the Bald, to leave West Francia for the 
Middle Kingdom in 844. His defection did not prevent his return to 
Charles's good graces in 861 when Charles's star was in the ascendant. 
Such men as Adalhard, when they shifted loyalties, brought with them 
a network of family members and dependents, and the constant shifts 
caused by the 'fluidity of kin groups'4 7 led to a basically unstable 
situation whereby the ruler tried to retain control of an office and its 
beneficia while the various families sought to make both office and land 
hereditary, at least within the family group. Officially, lands were often 
held for life or for the tenure of office, and were not strictly speaking, 
hereditary. The retention of control over the granting of office, and its 
accompanying land, by a ruler gave him a degree of flexibility in using 
his potentes, either at court or as administrators further afield. Odegaard 
argues persuasively, but not completely convincingly, for a narrow 
definition of vassi as those who swore a special obligation to serve the 
king/emperor or other lord militarily. More usable is his definition of 
fideks, in its broader sense as those who specially commended them­
selves to the king and swore to support him with aid and counsel.4" The 
ordinary subject swore only to be loyal and obedient, but those who 
commended themselves and became the homines of the king, swore a 
46
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more far-reaching oath to help and advise him. This bond, attaching 
them to the king more closely than an ordinary subject, involved not 
only loyalty and obedience, but aid which was only possible because 
of their greater material resources.49 
The Carolingian rulers asked their subjects to swear that they would be 
faithful without deceit or dl will, their oath was essentially a promise to 
be obedient and to refrain from disloyalty. The magnates, on the other 
hand, who were servants of the king, swore that they would be faithful 
helpers with aid and counsel, thus their oath was not a promise of mere 
loyalty, for it entailed an obligaüon of positive service 
In spite of the confusion about the precise meaning of the word vassus, 
it seems clear that there was a two-tier system of those who were a 
ruler's subjects, owing him loyalty and obedience, and those who were 
indeed his homines, serving his interests and furthering his cause. The 
distinction is never clear, particularly in times of crisis, but it is chiefly 
to the homines, the potentes hoping for rich rewards or bound by other 
ties, that a ruler addressed his propaganda. There was a remarkable 
amount of movement amongst the potentes in the ninth century: they 
moved around to fulfil offices, or acquired beneficia in a new area by 
changing allegiance.50 Many must have been aware of their power and 
how essential their support was to a ruler, but the system was reciprocal: 
a vassal was dependent, to a very large extent, on his lord's favour. Ide-
ally, a good ruler was served by good vassals, bound by ties of loyalty, 
faithfulness and responsibility. 
It was in a ruler's interest to display those charactenstics and virtues 
that made him a fit ruler, and this could be done in two ways. Firstly 
by his measures and actions, and secondly by display in the form of 
ritual or visual embodiments of those qualities that made a good ruler. 
In the first instance he had to be seen not only dispensing the just and 
generous gifts of beneficia, but fulfilling the tasks and duties of a monarch. 
Charlemagne in a letter to Pope Leo III had declared that his task:51 
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Assisted by the divine piety, is everywhere to defend the Church of 
Christ—abroad by arms, against pagan incursions and the devastations of 
such a break of faith; at home, by protecting the Church in the spreading 
of the Catholic faith. 
Alcuin took this even further, declaring that was the true bulwark on 
which the Church could depend.52 
There is one power of the papacy, of the Vicar of Christ. There is another, 
the lay power of Imperial Constantinople. There is a third, of your own 
kingship, through which Jesus Christ has made you the ruler of Christian 
people, excelling in your strength the two which I have named, more 
renowned in wisdom, more exalted in the dignity of your realm. See! On 
you alone all hope for the churches of Christ leans for support. 
Even more extreme was a work dating from the early ninth century by 
Theodulf of Orléans that stated that St. Peter, who had in his keeping 
the keys to heaven, had ensured that Charlemagne after his restoration 
of Pope Leo III possessed his own set of heavenly keys.'3 
The lack of hard and fast rules for inheritance and the changing 
ideas of kingship made the legitimation of rule of crucial importance. 
The rivalry between the sons of Louis the Pious also brought this aspect 
to the fore. While dealing with a slighdy later period, Weiler's remark 
seems very applicable to this earlier context.04 
Propaganda could only serve its purpose, that is to legitimise a particular 
act or action, if it appealed to attitudes and values which justified these 
deeds. They had to be described in terms which left no doubt as to their 
inherent moral quality and necessity. 
The Carolingian writers of the genre speculum principimi had the dual 
task of instructing the ruler and justifying his rule. In particular their 
definitions of a just ruler and from what he derives his power give an 
idea of what they felt would be in keeping with those 'attitudes and 
values.' The argument was that the king should be effective; if he was 
not, then it was right to replace him with one who was. A royal line 
that owed its existence to this argument was theoretically vulnerable: 
it had to produce rulers who were seen to be effective. The presence 
of brothers and adult sons was a continual threat to a ruler, as was 
52
 Cited Ducket, Carolingian poHrails. 
" A.M. Koldeweij, "Der Gude Sente Servas" (Utrecht, 1985) p. 86. 
" Björn Weiler, "The rex penitens and the medieval idea of kingship," Viator 31 
(2000) p. 12. 
28 CHAPTER ONE 
obvious in the deposition of Louis the Pious. The role of the Church 
in this incident is complex; Magnou-Nortier calls her Tepicentre.'55 
Louis was excommunicated and deprived of his weapons and insignia 
by his foster brother, archbishop Ebbo of Reims. Excommunication 
meant that he was unable to bear arms and therefore unable to rule. 
The politics of rule brought theology into play and the emphasis shifted 
somewhat from what made a legitimate king, election, inheritance or 
consecration, to whether the king was appointed by God. 
The writers of the ninth century were more or less one in their asser-
tion that a good and legitimate king ruled by the will of God. How that 
will was made known had a less unanimous opinion. In chapter III of 
De Institutione Regia, Jonas of Orleans came down firmly on the side of 
those who said a king's title was dependent on how he ruled. 
The king is called upon to rule rightly. If he rules piously and justly and 
with mercy, then, he deserves to be called a king; but if he holds himself 
aloof from these things, he forfeits the kingly title. 
Jonas was of the opinion that kings ruled either by God's gift or by 
his permission.56 
No king governs his kingdom by virtue of succession from his forefa-
thers So then: let whoever exercise temporal power over other mortal 
men believe that his kingdom has been committed to his charge, not 
by men, but by God. Those who rule piously and justly and mercifully 
undoubtedly rule by God's gift; but those who do otherwise rule, not by 
His gift, but only by His permission... For as Isadore explains, "When God 
is angry peoples receive such a ruler as they deserve for their sins."... On 
this account, let every man to whom such a kingdom has been commit-
ted dispose his will and conduct his government in such a way as to be 
worthy to rule happily forever with Him from Whom he has received 
it. For it is no profit to anyone to rule on earth by royal power if (which 
God forbid) he is to be visited with an eternal banishment. 
Thus according to Jonas the people get the ruler they deserve, a perti-
nent point when, according to the annals, so many disasters were visited 
on the Franks. In the following chapter Jonas drops the distinction 
between those rulers whose kingdoms were a gift of God and those 
who rule with his permission in favour of the blanket term 'ordained 
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by God.' In this chapter he speaks only of the just ruler and the duty 
and loyalty owed to him by his subjects.57 
... it is fitting that every subject should faithfully and beneficially and 
obediently submit to that same power; for, according to the teaching of 
the Apostle, he who resists power ordained by God certainly resists the 
ordinance of God. 
The implication is that this obedience is owed to the just ruler, and that 
a subject has the right to expect that he is governed in a way compat­
ible with the laws of God. The ruler is responsible for the welfare of 
the souls of his subjects and he should govern in the interests of the 
kingdom. The first of these has a number of implications: not only 
must he govern jusdy but he must make sure that the means for the 
salvation of his people are present.58 
We therefore suppliantly call upon Your Excellency to see to it that, 
through you, your nobles and other faithful subjects come to understand 
the tide, power, strength and authority, and also the dignity of the priest­
hood, lest, being ignorant, they place their souls in any kind of danger. 
This duty and that of securing 'the well-being of the priests and their 
ministry, and to protect the Church of Christ by force of arms' are 
put before all other duties.59 This places the Church in the forefront of 
politics, and implies that the ruler must listen to the counsel of church­
men, make them advisors and administrators, and grant the Church 
lands and privileges.60 Jonas, then, ties ruler and Church together in a 
common duty to ensure the salvation of souls and by doing so insists 
on the central influence of the Church. The ruler is responsible for 
the health of the Church, but equally, the Church is responsible for 
the ruler and for his soul, for he will have to 'render account of his 
conduct of that office on the terrible day of judgement.'61 Jonas con­
nected the interests of the kingdom to justice and good domestic rule, 
and to the active and healthy faith of the people, saying that 'it is to 
their lack of faith that so many kingdoms have collapsed because they 
were not established upon piety, justice and mercy.' This would seem 
to support some of the claims of the rebels of 833—that by dividing 
" Ibid., eh. Vili. 
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Char lemagne ' s empire , Louis the Pious was weakening the land of 
the Franks. 
In chapter IV Jonas lists the duties of a king, which include defend-
ing the weak and laying particular emphasis on the implementat ion 
of law and justice.62 
As far as possible, he must prevent injustices by the terror which he 
inspires and by his zeal; and, if any should nonetheless arise, he must 
ensure that they are not permitted to continue. He must allow no one 
to place his hope in the commission of crimes or impudently engage in 
wrongful acts; and all men must know that no offence that comes to his 
attention will remain unchecked or unpunished... 
T ime after time the responsibility of the ruler is emphasised: in chapter V 
it is made clear that he is responsible for the administration of law and 
justice. H e is not expected to hear every case, but he is responsible for 
choosing just and honest judges and adminis t ra tors—and interestingly 
he adds they 'must be men who present no danger to him by w h o m 
they were appointed. '0 3 
Sedullius Scottus agrees with Jonas on most points but is less ambigu-
ous than Jonas about the removal of an unjust ruler.64 
For if the Most High Ruler should see a prince unfaithful, when he has 
ordained his faithful servant, He might angrily pluck from that prince the 
office which He conferred upon him. For if an earthly king can rescind 
his authority from any unfaithful man and bestow it on another whom 
he knows to be more faithful, how much more can the divine Ruler of all 
men, whom the clouds of no man's treachery can deceive, withdraw his 
favours from false men and bestow them on others known to be proper 
servants of his will? 
It is clear that such writers, probably following the ideas of Smaragdus 
who had 'dem karolingischen Denken Bleibendes beigesteuert ' saw the 
crown as an office granted by God.6 ' This diflfers from the earlier notions 
of crown or leadership as a personal matter. In this newer view the 
ruler was God's viceroy and responsible to him for the lands and people 
in his care, dispensing justice, protecting the innocent and defending 
the Church . These writers did not deal with specific problems facing 
62
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Frankish society at that time, nor did they draw on the secular (and 
pagan) Germanic tradition in which the ruler's capabilities as a war-
leader would have assumed a greater role. Instead they concentrated on 
the new mission of the Franks of building a Christian Empire in the 
sense that regia should be governed by Christian laws and principles. 
That this was not always a practical consideration is obvious. Not only 
were the rulers constantly chastised for their ill behaviour, for allowing 
greedy counts and other officials rein, but their lack of determination 
or success against the Viking raiders was criticised.66 
Another party of invaders devastated Gaul; of these more than six hun-
dred men perished. Yet owing to his indolence, Charles agreed to give 
them many thousands of pounds of gold and silver if they would leave 
Gaul, and this they did. Nevertheless the cloisters of most of the saints 
were destroyed, and many of the Chrisdans were led away captive. 
A writer with infinitely more experience of the practical side of both 
ecclesiastical and secular politics was Hincmar of Reims. It is difficult 
therefore to separate his more theoretical writings from the context from 
which they arose, and in particular the royal rituals, many of which 
Hincmar himself devised. The increased involvement of the Church in 
the accession — and possible deposition—of a ruler was a development 
of the eighth century papal involvement in which Frankish rulers and 
their heirs were anointed and crowned. Anointing was and remained 
an ecclesiastical function, but the rulers themselves often crowned their 
sons, and Charles the Bald helped with the coronation of his queen, 
but by now, the pope was not the only cleric to anoint a king, the 
Frankish bishops had taken over this task.67 The development from 
there of the coronation-anointing ritual was, to a very great extent, the 
work of Hincmar, but he never denied the secular role of election in 
kingmaking. In De ordine pahhi he described the means by which a just 
ruler could come to power as inheritance and election; an unjust ruler 
would use force or intrigue. Like Jonas, he saw both just and unjust 
rule as being the result of a divine decision. At Charles' consecration 
in 848, the balance would seem still to be more or less on the side of 
secular election. Prudentius of Troyes wrote:68 
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At Orleans nearly all the high nobility along with the bishops and abbots 
elected Charles as their king and then solemnly consecrated him with an 
anointing of holy chnsm and episcopal benediction 
Hincmar viewed the functions of law-giving and law enforcement 
central to the office of king.69 Law was the cement that held the regnum 
together. New laws were to be made to supplement old laws and a just 
king obeyed his own laws and those of his predecessors. In his letter 
to the pope in 870 Charles the Bald assured him of his fitness for the 
imperial tide, including his knowledge of both civil and ecclesiastical 
law. Charles had already bound himself to observe the laws of his pre-
decessors by the capitulary of Coulaines70 It is obvious that the laity 
were concerned in this, since it defined the obligations of the fidèles. 
The conditions of the capitulary were virtually repeated in the royal 
promise made at the consecration of Charles as king of Lotharingia in 
869. Such rituals and displays were designed, among other things, to 
convince potentes, both lay and ecclesiastical, of a king's fitness to rule. 
The stand taken by the Frankish bishops in the making and deposing 
of kings, made it essential that they were convinced that the ruler was 
fulfilling his function as a ruler by the grace of God. 
A ruler must be just, care for people and Church and if he was to 
govern his land he must first govern himself. He must be moderate, 
merciful, loyal to his God and the Church.71 The political treatises stress 
the need for this devotion and loyalty in the office of God's viceroy. Of 
more personal virtues he should be wise, temperate and chaste. The 
latter virtue is htde emphasised, in De virtuhbus et mhu Alcuin gives it no 
special attention.72 Wetti in his vision saw Charlemagne being punished 
for his promiscuous behaviour, and Asser in his life of Charlemagne's 
69
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contemporary, Alfred, tells how the young man prayed that he would 
be inflicted with some illness that would allow him to curb his carnal 
urges.73 Nevertheless, there seems to have been no extraordinary atten-
tion paid to sexuality as a source of sin. Concubinage was more or less 
recognised and even the emphasis on monastic celibacy did not take a 
real hold until the tenth and eleventh centuries.74 Nor do we find that 
much attention is paid to the dangers of femaleness, either as a physical 
sex or as a metaphor for subjugation to the senses. It is notable that 
Charlemagne is chastised for his own behaviour and that Alfred saw 
carnality as his weakness, not the result of the temptadon from external 
(female) sources. Certainly there were complaints against women, but 
as individuals, not the sex as a whole. The empress Judith was accused 
on plotting and infidelity, but this says more of the political climate 
of the time than of any specific anti-female attitude. Sedullius Scottus 
warns that a king must look to the conduct of his wife because by 'the 
persuasion of an evil wife pernicious dangers are begotten.'75 However, 
this is only part of warning that the king is responsible for the good 
conduct of his judges and administrators, and that of his family. 
1.2.1 Visual Expressions of Ruler Theory 
The system of patronage and dependents meant that by influencing a 
relatively small number of the most powerful a ruler could gain or keep 
a large following. It was necessary that those potentes, lay and ecclesiasti-
cal, were reminded of the virtues of the king and his rule according 
to God's law and grace. The relationship of the just' ruler to God 
and to his regnum found visual expression in a number of Carolingian 
miniatures. Some of these are very explicit, others imply the kingly 
virtues. In some we see a reflection of the works of Jonas, Sedullius 
and other writers giving a picture of the just king being blessed or 
commended by God. The illustrated psalters are of this ilk. In these 
the relationship between the contemporary monarch and the good king, 
depicted dispensing justice, or the unjust being tumbled from power 
is left to the viewer: they are general pictorial sermons on the func-
tion of a good ruler. Far more specific are the ruler portraits that give 
73
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some sort of idea of how a particular ruler wished to be seen or the 
makers wished him to be seen. All ruler portraits must be regarded as 
deliberately projecting an image. Symbols, in this case those of might 
and sovereignty, were effective not only in themselves but also in visual 
representations.76 A book, even one intended for the personal use of the 
ruler, was frequendy offered as a gift to another ruler, or to a favoured 
subject, church or monastery. Charles the Bald gave the Vivian Bible 
to the cathedral of Metz in order to mark his coronation as king of 
Lotharingia there in 864.77 Such books were treasures that would be 
shown to privileged intimates, ambassadors, scholars and noble guests. 
Then, too, they could be used as exemplars for scribes and miniaturists 
so that their circulation was larger than at first sight may be supposed. 
Nor must it be overlooked that such a portrait contributed to the 
self image of the ruler in question; each time he saw it he would be 
reminded of those qualities expected of him, and his relationship with 
any other figure, real, divine or allegorical. The royal portrait seems 
to have developed in north-west Europe in the mid-ninth century and 
the iconography of these was 'born of contemporary perceptions of 
kingship, influenced the portrayal of kings thereafter and may even 
have affected subsequent ideologies of rulership.'78 In this area, as with 
so many other sources, there is far more relating to Charles the Bald 
than to either his father or his brothers.79 There are no less than eight 
surviving works, miniatures, ivories and a statue that are identified as 
Charles the Bald. 
The depiction of Louis the Pious in a work written by Hrabanus 
Maurus in the 830s, De laudibus Sanctis cruces is found in most copies 
of this work, demonstrating how such a visualisation of kingly virtues 
could reach the eyes of many influential people. The copy dated 
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c. 840 and now in the Vatican is probably as close to a contemporary 
expression of Louis' rulership as we can find. This work enjoyed a 
good degree of populanty even in its early days. The Annals of Fulda 
for 844 note that:80 
Hrabanus, a learned man and second to none of the poets of his time, 
sent the book which he had composed on the praises of the Holy Cross 
of Chnst, full of a vanety of figures and written in a remarkable and 
difficult verse form, to Pope Sergius by Aschnch and Hruobert, monks 
of the monastery of Fulda, to be offered to St Peter 
The portrait was made either towards the end of Louis' life or shortiy 
after his death and is, as all the figures in the work, superimposed on 
the text of a carmen figurata: this poem makes in its opening words a 
'royal connection,' Rex regnum dominus mundum diao ne guberans/Imperia 
sceptrum régnons. In this Louis is shown as a miks chnsti, ready to defend 
his lord. It is noticeable that he is not shown wearing the royal or impe-
rial regalia, and in fact, no offensive weapon. He holds a crux hastata in 
his right hand and his left rests on a round shield. His pose is identical 
to that of the Chnst figure on f 28v of the Stuttgart Psalter who also 
holds a crux hastata in his right hand, index finger extended, just as that 
of Louis. The Stuttgart figure does not hold a shield but his hand and 
arm are in the same position, as are his feet. Of interest here is that 
the Stuttgart illustration is the only reference to the fall of man, other 
than the Genesis frontispieces in the four Bibles, and depicts Christ 
defending the reader/psalmist from sin and death It is this posture of 
protection that is important: neither Louis nor the Chnst figure wears 
any form of armour, indicating that they are defending, not themselves, 
but others. This gives a further depth of meaning to the depiction 
of Louis. He is generally seen here as the defender of the Church, 
but if we can make a parallel with the Stuttgart illustration, he can 
also be seen as fulfilling his duty to protect his subjects from sin and 
the consequences of sin. The simple clothing and absence of crown, 
80
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sceptre or sword would indicate that Louis is seen as a loyal servant 
of God, and it is as such he is shown.81 This, combined with the text, 
gives a clearly expresses the ideology of God-given rule—the king is 
the office-holder of God. A nimbus emphasises this aspect, perhaps 
a counterweight to Louis excommunication in 833: shordy after his 
death he was already known as the 'Pious': Nithard called his work De 
dissemionibus filiorum Hluowid Pii. 
Most of the remaining ruler portrait miniatures lay great emphasis 
on the dignity and power of rule. The portrait of Lothar in his Gospel 
Book, Paris BN lat. 266, f. Iv, is of particular interest when compared 
to the near contemporary portrait of Charles the Bald in the Vivian 
Bible. The work was commissioned to mark the reconciliation with 
Charles in 849 and executed by the same artist responsible for the 
presentation portrait in the Vivian Bible.82 (figs. 1, 2) There are simi-
larities between the two, but the notable diflerences cannot be solely 
attributed to the diflbrent circumstances. The presentation has, neces-
sarily, a more elaborate composition, but the various symbols of rule 
and divine approval depicted are a particular expression of ruler theory 
that is not dictated by the subject of the presentation and can only be 
regarded as a deliberate expression of an ideology that Charles and his 
advisors sought to propagate.83 Lothar is shown enthroned, crowned 
and holding a long sceptre or rod. He is flanked by two bodyguards, 
one holding a sword and the other a lance and shield. This is a simple 
expression of a ruler depicted with the trappings and symbols of his 
authority: there is no reference to the source of his power or to the 
responsibilities it carries. The Vivian image, f. 423r, shows Charles in 
a very similar pose, and with the same regalia, the crowns seemingly 
identical. Charles also has two bodyguards, shown more fully, with the 
same weapons, but more obviously modelled on Roman soldiers and 
1,1
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less close to the throne: Charles is also given a classical touch by being 
shown in sandals, while Lothar is cross-gartered. This is an important 
point since the legitimacy of the Carolingian claim to empire was based 
on being the heir of Rome. Charles's throne is also somewhat more 
elaborate than that of Lothar and he is flanked, not only by Abbot 
Vivian, but by another lay advisor. Before him stand a number of richly 
dressed monks, three of whom hold the Bible in their covered hands. 
This could be seen as a fairly straightforward depiction, but it is perhaps 
remarkable that Charles's setting is so much more elaborate than that 
of his elder brother and emperor. McKitterick points out that Lothar 
commissioned his Gospel Book 'with his brother Charles' approval,' 
this may, perhaps explain this discrepancy, but it is more likely that 
Charles, even in his early days, was aware of the propaganda value of 
the royal portrait.84 
The greatest diSerences between the two portraits lie in the emphasis 
given to the ideology of rulership as a gift of God. Lothar's throne is 
set on rocky, purplish ground, with a plain blue sky behind the throne. 
The background of Charles's portrait, as was common with Tours illus-
trations, is zoned. At the bottom is a stretch of yellowish ground and 
above this a stretch of green, with various small hummocks on which 
the majority of the monks stand. Above this is a broad band of dark 
blue occupied by the three monks holding the Bible and one other on 
the other side, presumably to maintain symmetry and to complete the 
circular composition. The bodyguards, Vivian, the other layman, the 
throne and its occupant rest on a belt of white clouds that go over into 
light lilac ground. Above this last is a band of clear light blue, and a 
canopy hanging from the framing arch divides the various divine mani-
festations from the scene below. Not only is Charles the centre point of 
the composition, he is slightly larger than the other figures. The varying 
sizes of the monks can be explained by the exigencies of composition, 
the need to let the figures further in background the more important 
and active figures—be seen without restriction. Nevertheless there is 
considerable room between the heads of the monks in the foreground 
and Charles's footstool, thus not only is the greater size of the ruler 
deliberate, but also his isolation from his ordinary subjects emphasises 
his special status. Since both advisors hold on to the throne it can be 
assumed this indicates that their authority is derived from the throne 
111
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and that they support the ruler. The bodyguards stand on the dividing 
line between the blue and the clouds, perhaps expressing that their 
protective function is not confined to the royal person, but also extend-
ing this to the Church as part of of the royal mandate to defend God 
and his people. Of great significance is the Hand of God indicating 
Charles and sending light down upon him. This is a clear indication of 
the nature of rulership as Charles and his advisors would have it seen: 
Charles was ruler by God's gift and the recipient of divine blessing. In 
the upper corners of the arch are two female figures, each holding a 
palm and oSèring a crown. To estimate the full significance of these 
we must look at the frontispiece to Psalms in the same Bible, f. 215, 
which comes well before the presentation miniature. Here David is 
shown harping and dancing. This is again a circular composition and 
David is flanked by bodyguards identical to those who flank Charles. 
The parallel is further increase by the fact that David has been given 
the same features as Charles and wears an identical crown. I think we 
can safely say that there is a purposeful identification between Charles 
and the biblical monarch."^ 
Visual similarities make implied connections in a number of other 
miniatures. The guards appear again in the frontispiece to Proverbs in 
the San Paolo Bible that shows the judgement of Solomon. This is a 
much more complex composition, and a great deal has been written on 
the similarity between the throne upon which Solomon sits and those 
in the various ruler portraits of Charles the Bald, in particular that of 
the Codex Aureus in which the association with both David and Solo-
mon is made explicit in the tituli.Sb Not only the thrones themselves, but 
the architectural details consisting of 'ein Konglomerat van Dächen, 
Türmen und Mauren'87 make a visual link. Like the bodyguards, the 
architectural similarities serve to emphasis the link between the rulers. 
While the throne in the ruler miniature is clearly not the same as the 
one on which Solomon sits, this latter has been identified as a repre-
sentation of the throne given by Charles to the pope on the occasion 
of his coronation as Emperor, and possibly intended for his coronation 
es
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at Metz."8 The clothing of the two kings in the San Paolo miniatures 
of Solomon and the ruler portrait is similar, their crowns identical. 
Both are much larger than the surrounding figures and their pose and 
gestures are again identical. The identification is made certain by the 
golden disc in the left hand of the ruler portrait. This is 'inscribed 
with a monogram in red which has been interpreted as "Charles king 
[and] caesar, save Charles and Richildis, this [is] king Solomon of the 
new Rome."'89 
The architectural implication of royal virtue can be discovered in a 
work not associated with Charles, but with his nephew Lothar II. This 
is the engraved crystal now in the British Museum and depicting the 
story of Susannah and the elders—a subject that could be considered 
to be particularly apt, given Lothar's marital problems. The central 
scene shows Susannah and the elders before the seat of judgement 
that takes place under a canopy, reminiscent of those in the Utrecht 
Psalter and above which is written LOTHARIVS REX FRANC![ORUM 
ME FJEIRI IVSSIT, thereby making a link between the emperor and 
the royal virtue if lustitia. The canopy is the same as that under which 
Solomon sits in the San Paolo miniature and that which covers Charles 
the Bald in the Codex Aureus miniature. There can be no doubt that 
this architectural feature was associated with the just ruler and his 
responsibility to dispense justice to all. Nor must we underestimate 
the effect of the coinage. The design of the Gratia Da Rex coins mono-
gram looks remarkably like a large version of the disc held in the San 
Paolo ruler portrait. Coins obviously reached far beyond the restricted 
confines of those who had access to illuminated books. There is litde 
surviving of the public forms of Carolingian art in which ruler theory 
could be expressed. It is true that there are parallels in architecture, 
but to most people these would be obscure, so perhaps the only way, 
other than ceremony and ritual of which we have a few accounts, to 
bring the ideas of God-given kingship to a wider audience would be 
with the coinage. While many of those handling the coins would be 
unable to read or decipher the monogram, this was sufficiently simple 
"* See Robert Deshman, "Antiquity and empire in the throne of Charles the Bald," 
in Byzantine East, Lahn West: Art-Histoncal Studies in Honor of Kurt Wettzmann, ed. Christo-
pher Moss and Katherine Kiefer (Princeton, 1995), Lawrence Nées, The tainted mantL·: 
Hercules and the classual tradition at the Carolingian court (Philadelphia, 1991). 
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and recognisable that, once it was explained, its meaning would be 
retained. 
The differences between the two ruler portraits in the Vivian Bible 
and the Lothar Gospels show that there was a great deal of awareness 
on the part of Charles and his advisors not only of ruler theory, but 
of the value of expressing this in pictorial form. The symbols used 
were recognisable and their particular application to Charles was made 
apparent by the parallels between the presentation miniature and the 
Psalms frontispiece. Charles's continuing use of the ruler portrait to 
project an image of God-given kingship, and the lack of further (sur­
viving) ruler portraits of his brothers, implies a conscious policy on his 
part. He was a patron of books and artists and seems to have had a 
genuine love of learning and interest in theology, but first and foremost 
he was a ruler and he never underestimated the power of images, 
whether as experienced in such rituals as coronation, or captured in 
paint. He seems to have deliberately associated the role of ruler with 
images, never showing himself other than mandated by God or less 
than royal. Perhaps the most direct statement of God-given rule is to 
be found on f. 2v of Paris, BN, lat. 1141 Charles is shown standing 
between two bishops, both nimbed, while the Hand of God places a 
crown on the nimbed head of the king.90 In spite of the fact that this 
figure seems to lack some of the distinctive features of Charles shown 
in other works, the rather heavy face and the full moustache, there 
can be little doubt that it is intended to be Charles the Bald as it was 
commissioned by him to commemorate his coronation at Metz in 869. 
Perhaps the no longer youthful king was happier with this depiction 
of himself as much younger when claiming succession to his nephew. 
There can be no doubt as to the intention of the iconography—rule 
comes from God and in this case God does not just permit the king to 
rule, but endows him with his authority. Of the other ruler portraits of 
Charles, only two do not show the Hand of God hovering over him. 
One of these is in the San Paolo Bible f. 1 r but even here the element 
of divine approval is not lacking. Charles is seated in a circular throne, 
similar to that used by Lothar, but with a series of arches above it in 
which are shown the four kingly virtues, identifiable by their attributes 
v>
 Hincmar claimed to have some of the Holy Oil brought from heaven by a dove, 
which he used for this coronation Ρ Boucheron, "Signes et formes de pouvoir," in L· 
moyen âge en lumière, ed Jaques Dalarun (Pans, 2002) 
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and gestures. Two nimbed and winged angels indicate the throne and 
Charles, one bearing a rod with a trefoil head, the other a crux hastata. 
This latter, as well as showing divine approval, makes a connection with 
the portrait of Louis and the various depictions of Christ, indicating 
the role of the ruler in the defence of the Church. 
The second image in which the Hand of God does not hover over 
Charles's head is an exceptional arrangement of the opening in the 
Prayer Book of Charles the Bald, where it holds a victory wreath over 
the head of the crucified Christ.91 This gives a different, but comple-
mentary view of the relationship between Charles and God. It is the 
earliest surviving royal prayer book and was made for Charles's personal 
use sometime between 846 and 869. The only figurative decoration 
in the prayer book is the two-page miniature of the king kneeling in 
proskynesis before Christ on the cross. The adoration of the cross was 
standard in Carolingian Good Friday liturgy from the mid ninth century: 
in 836 Einhard in his letter to Lupus of Ferrières defended the practice. 
It was seen as a posture of humility and supplication that was suitable 
for imploring salvation. In the Prayer Book the opening precedes Oratio 
ad adorandum sanctem crucem and various texts used in the Good Friday 
liturgy in which the clergy and congregation would prostrate themselves 
before the cross. Amalarius of Metz explained how this prostration 
related to the concept of the imitation of Christ:92 
On that day on which the Cross is kissed [Good Friday], he [Christ] 
was humiliated for us [and] for the Father unto death, even to the death 
of the cross. If we should be imitators of his death, we ought to be 
[imitators] of his humility. Hence we are prostrated before the Cross in 
order that determined humility of mind might be demonstrated by the 
deportment of the body. 
Central to the Good Friday liturgy is the expectation of the worship-
per to partake in Christ's triumph over sin and death. The exaltation 
of Christ as a result of his humility implies the expectation or hope 
that his imitator, Charles, will also be exalted. In the prayer that fol-
lows the miniature in the Prayer Book the worshipper begs the cross 
" München, Schatzkammer der Residenz. 
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 Amalarius 1.14.4—Ea du qua crux deoscuhttur, humihUitus est pro nobis Patn usque ad 
mortem, morten, autem cruces. Si hums mortis imitators esse debemus, necnon et humüiatatis oportet 
esse. Unde prostermmus ante crucem, ut fixa humilitas mentis per habitum corporis demonstretier. 
Cited Deshman, "The exalted servant: the ruler theology of the Prayer Book of 
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to liberate him from Satan. Charles's role as king is clearly defined: 
he wears a crown, even though it was customary for a ruler to divest 
himself of his crown when worshipping or doing penance.93 Other 
works, including the Prayer Book of Otto III, show the ruler without 
a crown when in proskynesis, so it was not a matter of identifying the 
ruler—it must have been 'a deliberate decision which emphasised the 
ruler was endowed with regal splendour and majesty even when in an 
attitude of humility.'94 This effect is increased by the fact that Charles 
is bigger than Christ but his head is lower and they are separated by 
frames; Charles's arm reaches out toward the figure on the cross, his 
hand breaking the frame and creating a visual link between the two 
pages of the opening. Charles eyes are on the opposite page, a device 
used on other occasions, such as the Codex Aureus of St. Emmeram, 
Munich Clm. 14000, ff 5v, 6r and implying that he is witness to the 
divine mystery. The relationship with God depicted is that of a king 
under God, the humble servant, mighty in earthly power only because 
he has received this as a trust from God. This is clearly expressed by 
the Hand of God holding a victory wreath over the head of the cru-
cified Christ; while this implies that Charles will share in Christ's vic-
tory over death, his own crown can be seen as reflection of the divine 
victory and authority, not to be a source of pride. Hincmar of Reims 
expressed the same idea:95 
It is therefore said of such [humble rulers] 'God doth not cast away the 
mighty, as he himself is also mighty (Job 36.5). Indeed, he who desires 
to imitate God exercising the high rank of power by exerting himself for 
the benefit of others and by not being elated by his own praises... For the 
exaltation of pride, not power itself, is the fault. God allots power; the 
vice of our own minds discovers pride of power. 
The ruler portraits, particularly those of Charles the Bald propagated an 
image of the just ruler, serving both his people and God. The biblical 
references make it plain that the relationship between God and ruler 
was a reflection of the ideal relationship between ruler or lord and 
9i
 Edward wears his crown in the New Minster charter miniature. See Percy Ernst 
Schramm, Herrschafiszeuhen und Staalssymbohk (Stuttgart, 1954^ 1956). 
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man. In this relationship the lord was responsible for the well-being of 
his vassal, appreciative of his aid and counsel: the vassal, for his part, 
owed loyalty, duty and fealty to his lord. It was a close and mutual 
relationship based on ties of personal loyalty and regard. The events 
of Genesis 1-3 could be said to exemplify that ideal relationship and 
the disastrous results when such a relationship broke down. 
2. The Basic Type of the Fall in the Mnth Century—the Vivian Bible 
The basic type, as explained in the introduction, is a construct, an instru-
ment of measurement and cannot be said to be any one miniature or 
pertain to any particular manuscript. However, due to the very limited 
immediate context of the four works from the ninth century and their 
close similarity, one work, the Genesis frontispiece of the Vivian Bible 
can be said to embody all that would be found in a constructed basic 
type. (fig. 3) By using an actual miniature the uses and advantages of 
a basic type should be more apparent. This is the only instance in 
the present research where a real miniature can be said to fulfil this 
requirement. 
The fall, as a subject of what may be called 'private or privileged' art, 
in the ninth century is clustered around the middle of the century, 
from the late 830s to about 870.96 It is represented by four pages in 
illuminated pandect Bibles, Bamberg Staatsliche Bibliothek, Ms. 1, 
f. 7v, London, British Library, Ms. Add. 10546, f. 25v (Moutier-Grandval 
Bible), Paris, Bibliothèque Nationale, Ms. Lat. 1, f. lOv (Vivian Bible) 
Rome, Basilica of San Paolo fuori le Muram, f. 8v. There is also an 
ivory panel, now in the Louvre, and described as a mid 9th century 
're-use' of a panel from the early 6th century Areobindus Dyptich.97 
This, while having several interesting features, diSèrs iconographically 
from the miniatures and, according to the official Louvre website, is 
not intended to represent Genesis but the order of creation in Isidore 
of Seville's Etimologia Works that deal systematically with these four 
96
 By this I mean art that only a relatively small group of wealthy and/or literate 
people were in a position to examine This group can be roughly defined as patrons, 
makers and users of manuscripts such people would also come into contact with the 
luxury applied arts—book-covers, small rebquanes and such 
" J Hubert, J Porcher and W F Volbach, Carolingian Art (London, 1970) 
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manuscripts have tended to consider style, patronage or sources.98 In 
particular attention has been paid to the 'Cotton Genesis recension' and 
Kessler is of the opinion that each of the nineteen to twenty-five scenes 
he distinguishes 'derive from the same model, and that this model was 
a member of the CG [Cotton Genesis] recension, and that each of 
the Genesis pages represents an independent selection from this fuller 
cycle.'99 A diSèrent approach has been used here; this is not to discount 
the influence of 'models' or other sources. Obviously, these had their 
own special form of influence, but the emphasis lies on trying to dis-
cover why various elements, whether an 'independent selection' or an 
innovation, were used, and the implications they have for how sin was 
conceived. Each of the four miniatures was analysed and the elements 
common to each, or found in the majority, were noted. At first glance 
the four manuscripts fall into three categories as the Bamberg Bible is 
stylistically very diSèrent from the other three and the San Paolo Bible 
shows more 'classical' traces than the others, but matters of style, while 
influencing interpretation, do not radically affect the message. The 
basic type, based on these common iconographie elements, consists of 
a narrative sequence of the events of Genesis 1.27 to 3.24, shown in 
three registers with verses between. Both the Bamberg and Grandval 
Bibles have four registers, but by reducing the number of scenes to those 
that appear in the majority of the manuscripts, only three registers are 
necessary. The events depicted are the creation of Adam, witnessed by 
an angel, the drawing of a rib from Adam's side, the presentation of 
Eve to Adam, Eve's temptadon by the serpent, the fall, the confronta-
tion with the Creator, the covering of nudity, the expulsion and the 
labours of Adam and Eve after the expulsion. Several of these scenes 
are conflated in the majority of the manuscripts and therefore also 
in the basic type. Only the Vivian Bible conforms to this, having no 
scenes other than these, and thus will be used to discuss those elements 
that can be said to be essential to a depiction of the fall in mid-ninth 
century Prankish court circles. 
%
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It may seem that the choice of scenes is virtually self-explanatory 
and dictated by narrative necessity. However, further consideration 
brings the realisation that pictorially the narrative deals explicidy with 
man's creation, fall and the consequences of that fall. As a frontispiece 
to Genesis, the creation as a whole, even in a conflated form, would 
be appropriate. The choice to begin the sequence with the creation 
of man implies a specific purpose, that of depicting the relationship 
between man and God. God is man's creator and the origins of the 
rest of creation are ignored. Nevertheless, God as Creator is very much 
in evidence. He is shown as the author of man's being, the giver of 
human life. It is to God that man owes his existence. 
The presence of the angel is problematical. It could be the influence 
of a model, but if that was a member of Cotton Genesis recension 
and, assuming the general accuracy of the San Marco mosaics, it seems 
strange that there is only one winged being since the creation of Adam 
took place on the sixth day. Viewed outside the confines of the Cotton 
Genesis recension, it becomes even more puzzling. In his ultra-violet 
and infrared light examination of the Ashburnham Pentateuch, Narkiss 
came to the conclusion that the erased figure in the second register of 
f. Iv was an angel.100 He was also of the opinion that, although the 
figures on f. Iv could have been erased earlier, the over-painting 'with 
the closest available thick, violet-pink' occurred in the scriptorium of 
Tours in the mid-ninth century, where the manuscript was known to 
be at that time.101 He postulates the reason for the erasure and over-
painting as the theological controversy of adoptionism.'0- Whether 
adoptionism still aroused such violent feelings as it did in the days 
of Alcuin does not detract from the argument that the same paint 
used in the Touronian Bibles was used to block out the angel in the 
Ashburnham. Nor is it likely that the same Carolingian artists who, 
according to Kessler, 'refurbished' the Bamberg and London manu-
scripts would be either unwilling or incapable of restoring the angel, 
instead of completely blocking it out.103 We are faced, then, with the 
question, why include an angel in a new creation scene, while erasing 
100
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one in an old scene? The answer to this lies in the different natures of 
the scenes. In the Ashburnham the angel represented the spint of God 
moving on the face of the waters: in the Vivian the angel is witness to 
God's creation of man, bringing us back to the point that the Genesis 
frontispiece is concerned with man's relationship with God. According 
to much contemporary thought man was created to replace the fallen 
angels, and thus it would be very appropriate for an angel, one that 
had remained true to his God, to view the creation of man. It would 
be doubly appropriate, since man, too, was to make the wrong choice 
and to fall. Past, present and future are depicted in the frontispiece. 
The angel, who fulfils his function and justifies his existence by con-
templating and praising God, is also ironically a préfiguration of what 
man was intended to be. By being shown the 'true' angel, the viewer 
is also reminded of the fallen angels and the choice that will be held 
out to mankind. 
The creation of Eve emphasises God's essential role as creator. It 
is important to note that Eve is not inherent in Adam, but is created 
from a material that comes from Adam; she is a separate, if secondary 
creation. Adam plays no part in this; his role is entirely passive. He is 
no more than the source of the substance used by God, a substance 
already created, just as the earth was the material for his own creation. 
God himself is depicted as young and beardless, nimbed, but not 
crossed-nimbed. This is God as the efficient cause of Creation, usually 
identified with the Christ Logos. Monotheism demands the pre-incar-
nation and pre-creation existence of the persons of the Trinity. The 
acceptance of the doctrine that by the incarnation God was made 
visible, and thus it was permissible to make images of Him, resolved 
to some extent the problem of the representation of God in the early 
Middle Ages. Nevertheless, representations of God as the Father, com-
plete with beard, were less frequent than those of the beardless Son. 
Perhaps the difficulties encountered in visually representing the Trinity 
caused the adoption of the idea of the Christ Logos.104 The Logos had 
a long history in both Greek and Jewish thought, but the identification 
with Christ probably has its roots, somewhat indirectly, in the writings 
of Philo of Alexandria: in the Nicene Creed it became embedded in 
101
 An example of the dilliculties is the Dogma Sarcophagus in the Museo Chnstiano 
in Rome This shows the c reation of Adam by three bearded figures, one seated and 
making a gesture of blessing, while the foremost one rests his right hand on the head 
of Adam, who hes on the ground 
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Christian doctrine. The ninth century does not seem to have developed 
firm rules for the use of the cross-nimbus. In the Utrecht Psalter the 
God figure is almost invariably cross-nimbed, in the Stuttgart Psalter 
both plain nimbi and cross-nimbi are found. Although it was usual to 
give the figure some indication of which Person was shown, either by 
the circumstance or by an attribute, it is not entirely unprecedented 
that the Logos here has a plain nimbus. If Narkiss is correct in his 
theory that there was an attempt to avoid all that could possibly be 
interpreted as polytheism, this could account for the ambiguity of the 
Creator in the Genesis frontispiece. Perhaps because the Tours artist 
was depicting, not the psalms and a prediction of salvation, but the 
creation and fall of man, he was determined to avoid any suggestion 
that could be interpreted as anything other than strict monotheism. It 
must be remembered that it was at Tours at this time that not only 
the angel was removed from the Ashburnham, but also one of the two 
figures depicted in each of the creation scenes. 
The active role of the Logos and his involvement with the affairs 
of mankind is shown in the presentation of Eve to Adam. He liter-
ally steers Eve towards Adam, who stretches a hand out towards her. 
This physical contact emphasises the aspect of giving and receiving, 
expressing the idea of marriage as an institution ordained by God. 
The words 'made in his image' are clearly mirrored here. Ladner has 
pointed out, in connection with the Grandval Bible, that the Creator 
and Adam have the same face, but this is true of all four bibles.w'' 
Moreover, Eve shares the same features: no distincdon of face or body 
is made between Adam and Eve, and only the viewer's knowledge of 
the sequence of events enables him to say this is one or the other. The 
diSerence between Creator and created is that the one is clothed and 
the others naked, the one nimbed, the other not. God and the angel 
share the characteristics of being clothed and nimbed, yet the angel, 
whether as observer or expeller, has slightly different features and 
short hair. The identical features of God and man point to the special 
relationship between the Creator and this part of his Creation. God's 
clothing is obviously in many ways a convention. Clothing demonstrates 
the worth and dignity of the wearer, removes his vulnerability and 
"" Gerhart B. Ladner, Ad imaginem Dei: the image of man in mediaeval art, Wimmer 
lectures (Latrobe, 1965). The degree of facial similarity in the Bamberg Bible is less 
obvious due to the gold and silver used for the figures, but a strong resemblance is 
still discernable. 
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makes parts of him invisible and unknowable. When shown with nude 
figures these aspects are enhanced. Man may look like his Creator, but 
he lacks his dignity and position; he is in all things dependent on his 
Lord for his existence and, as is shown in this scene, company, aid and 
progeny. Man is open and exposed: he has no secrets from his Maker, 
while his Makei allows himself to be known only so far as he wishes. 
In spile of the direct contact between God and Man, in spite of the 
spark of divinity in man, as expressed in the facial similarity, much 
of God—and the angel—remains unknown. Man's knowledge of the 
divine and celestial is limited The scene in which Adam, Eve and the 
Creator are together before the fall is an expression of the relationship. 
The humans are immeasurably God's inferiors, brought into being by 
his will; the facial similarity points to their intrinsic worth, possibly 
potentially greater than that of the angels, but their nakedness reveals 
the diflèrence in knowability. 
The serpent is the only animal shown in paradise: there is no sign 
of man's overlordship of the beasts as mentioned in the Bible. This 
is again a sign of the concentration on the relationship between God 
and man: the only beast shown is the one that disturbs this relation-
ship. Kessler, in considering the serpent in the tree, concludes that the 
Carolingian Bibles depict the 'dragon' described in Nicander's Thenaca 
and Philumcnis' De venenahs ammahbus. He points out that the history of 
the dragon in ancient times identifies it with the serpent that guarded 
the apples of the Hesperides and that there is more than a formal 
relationship between the depictions of the two myths.infi In support of 
this there is the Louvre panel to be considered. On this the figure of 
Adam is very clearly taken from that of Hercules, complete with beard, 
classical pose and club. Eve, too, has a strong resemblance to a dancing 
nymph. The influence of classical models is very apparent, not only 
in the poses and the sexual differentiation, but also in the impression 
that the figures are sexually aware. The upper register of the panel 
cannot be regarded as an attempt to depict the fall of man in the 
same way that the Bibles do. It can, perhaps, be regarded as a more 
abstract representation implying the animal nature of post-lapsarian 
man. While depicting the orders of creation it shows, too, that man 
is not so far removed from the bestial. The Vivian miniature, on the 
"*' Kessler, "The sources and constructions of the Genesis, Exodus, Majestas and 
Apocalyse Frontispieces in the ninth century Touroman Bibles" 
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other hand, shows the divine in man's nature, his relationship to God, 
not to the animals. The serpent in the tree in the depictions of the fall 
is not a purely Carolingian invention. The scene of Adam and Eve 
on the marble sarcophagus of Junius Bassus, c. 354, shows the serpent 
wound round the tree, as does a Merovingian terra cotta tile, now in 
the Museum Dobrée in Nantes.107 The role of the serpent in the two 
legends is not analogous: in one it is the guardian of the situation, in 
the other the disruptive element. In the Christian/Jewish myth, the 
serpent triumphs, in the Hercules myth he is slain and defeated: Her-
cules expiates a sin and Adam commits one.108 
In the Vivian Bible the scenes of the temptation of Eve, Eve picking 
the fruit and Adam eating it are conflated. Considerations of space and 
the continuity of these three events, both chronologically and intrinsi-
cally, make them obvious candidates for compression. Nevertheless, it 
could be said that these are central and important events and should 
therefore receive full and separate treatment. Obviously, tradition and 
the existing models, whether classical or earlier Christian, must have 
played a role, but the compression has various consequences for the 
interpretation, both for the conflated scene and for the page as a whole. 
As far as the scene itself is concerned, the visible presence of Adam 
at Eve's temptation raises the question of why he is shown there. The 
Bible implies that he was not present—deditque viro suo qui comedit—but 
in the ninth century depictions he looks on as Eve faces the serpent 
in the tree and reaches out for the fruit. This demonstrates his full 
knowledge and complicity in her actions and his failure to fulfil his 
responsibilities as the ruler of paradise. The prohibition itself is not 
shown. It could be thought that this was so well known to the viewer 
107
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"
>B
 On the contemporary ivory plaque of Hercules on St Peter's Cathedra, gen-
erally acknowledged to be the throne used by Charles the Bald at his coronation in 
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that it was not necessary, but then all the elements of the story would 
be well known. The question arises as to why this was omitted. This 
implies that simple disobedience was not the whole story, but the intru-
sion of outside elements in the relationship of man with God. The role 
of the serpent invites comparison with that of the Logos: although 
it does not create or work directly, it initiates change: it is active and 
decisive. It does not just urge Eve to pick the fruit and eat it, but holds 
the fruit in its mouth and offers it to her. This reinforces the view that 
simple disobedience is not the whole story, but the role of this external 
factor in the human-God relationship is of crucial importance. Eve is 
seduced, her will subverted, not by words alone, but by example. By 
holding the fruit in its mouth the serpent casts doubt on the Creator's 
word that to touch the fruit would mean death. This is the first step 
in the alienation between God and man, the doubting of God's word. 
The educated Christian viewer of the scene would probably recognise 
the irony, identifying the serpent with the devil, already dead in the 
eschatological sense of being cast out from the presence of God. By 
offering the fruit the serpent/devil offers a death like its own to man, 
and by accepting that offer, man fulfils God's prophecy that to touch the 
fruit will mean death. 
The decisive element of the conflated scene is the actual eating of 
the fruit. It is Adam, not Eve, who consumes the fruit and makes both 
the knowledge and death part of himself, and therefore part of man. 
Eve is an intermediary: her seduction is a step to the seduction of 
Adam. She accepts the fruit from the serpent: Adam not only accepts 
it but makes it part of himself, no longer something external, but an 
intrinsic part of man. Nor is he induced to eat by a stranger, an outside 
element, but by his wife—bone of his bone and flesh of his flesh. She 
offers: he takes and eats. In the temptations of both Eve and Adam, the 
role of the one tempted is passive. Neither, at least in the first instance, 
picks the fruit, indeed, in the conflated scene, the implication that the 
fruit presented to Eve by the serpent is the one eaten by Adam. This 
heightens Adam's responsibility: it was his decision to eat that led to 
death. The strategy of the serpent highlights the contrast between its 
relationship with Adam and Adam's relationship with God. The latter 
is characterised by openness and direct contact, but also by the depen-
dence of man on his Maker, everything he has, he is given directly by 
God. The physicality of the creation and presentation scenes stresses 
this aspect. The interaction between the humans and the serpent, by 
contrast, is marked by deviousness, indirectness, but also man's respon-
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sibility for his own action: he decides to take something not given to 
him by God, but by another. He accepts not only the fruit, but also the 
word of another before that of God. There is no suggestion that Eve 
deliberately causes Adam's downfall, or that she is conscious of what 
she is doing. She does not eat the fruit, but offers it to Adam. As with 
her temptation by the serpent, doubt is cast on the Creator's word: she 
has touched the fruit and still lives, physically at least. She is, possibly 
unwittingly, the tool of the devil. Adam is not shown resisting in any 
way: he simply accepts what is offered. The lack of sexual diflèrentia-
tion between the two rules out any suggestion of a sexual element in 
the seduction by Eve, nor does she appear to use any wiles or rhetoric. 
In the conflated scene, neither Adam nor Eve shows any sign of guilt 
or furtiveness, nor do they display any trace of defiance. Adam's sin 
would then seem to be related to Eve's weakness, a lack of judgement, 
of being too easily swayed by the suggestion of others and a general 
lack of steadfastness. 
This breakdown of harmony, this withdrawal of both God and man 
from each other is clearly shown in the following scene. The human 
pair is driven out of paradise, not by the Creator himself, but by an 
angel. In the Bible text it is God himself who drives them forth, but in 
the basic type, as exemplified by the Vivian Bible, that direct contact, 
the immediate presence of God that characterised the earlier rela-
tionship is replaced by the use of an intermediary.109 Man still enjoys 
some protection from God who provides covering for their bodies. The 
covering, even at God's instigation, could be a sign of alienation and a 
lack of openness and contact. Despite their grief neither human looks 
back at what he or she has lost: the human race must make a life for 
itself without the presence of God. Its future lies in the world, not in 
paradise—there is no hint here that the death sentence can or will be 
revoked. In the last scene the sentence pronounced by God on the 
couple is shown, that on Adam explicitly, that on Eve implicitly. The 
ground worked by Adam and the vegetation shows litde difference to 
that shown in paradise, contrasting here with the Bible text, so it must 
be assumed that the emphasis is on the fact that Adam must work in 
order to eat. That the work is hard is clear from the mattock he wields. 
The need for shelter is indicated by the 'bower,' something not neces-
sary in paradise. Eve is not shown suffering the pangs of childbirth, 
Genesis 3.21: emrnt mm Dominus Deus de paradiso voluplatis. 
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but nursing, perhaps an allusion to her as the 'mother of life."10 This 
raises the question as to whether the artist intended to imply a sexual 
aspect to the fall. In paradise the figures are shown as sexless, but the 
Bible states that they were told to 'increase and multiply': the lack of 
sexual characteristics could mean that this was to take place without 
sexual desire. In the final scene Adam is shown as beardless and without 
sexual distinction, but Eve has breasts and is distinctly more 'female.' 
This 'femaleness' could be seen as a way of showing her sentence of 
bringing forth her children in pain. 
The story presented is one of a good and bounteous Lord who cares 
for his people. So long as man concentrates his attention on God, all is 
well. A rupture is caused by a third party, an intruder in the relation-
ship who sets out to cause dissension and serve his own ends, seducing 
mankind from God and increasing its own position and influence. Man 
falls victim because he is approached obliquely and is made to doubt. 
Nevertheless, the fall and the fault are man's—he has free will and can 
choose to listen to the disruptive counsel, or he can heed the words of 
God. Neither Adam nor Eve is shown as intentionally rebellious—they 
are 'deceived' and their loyalty wavers. The results of this lapse from 
loyalty are not only their banishment from the world of paradise and 
their new pains and labours, but their banishment from their Lord's 
presence. The conflation of the scenes of the temptation of Eve, the 
picking of the fruit and Adam's consumption of it, the crucial episodes 
in the story as we know it, gives a diflèrent emphasis to the miniature 
as a whole. These scenes may be crucial to the action, but the previous 
scenes depicting the creation of man and his relationship with God 
receive more emphasis, as do the scenes showing the consequences 
of the fall. Physically the conflated fall scene is fairly central, but the 
emphasis on the preceding and succeeding scenes turn the attention of 
the viewer to man's relationship with his Lord, both in the ideal situation 
of harmony, and the actual situation of disharmony following man's 
disloyalty and disobedience. The human drama is of less importance 
than the theory of relationships. An ideal relationship is shown and 
then the results of the disturbance of this relationship. It is always clear 
that the disturbance never comes from God: he had decreed an order 
for his creation. Once man's attention to God and His word wanders, 
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this order is in danger. Man breaks this order and causes the alienation, 
the alienation that is the eschatological death 
Much of the situation in which Adam and Eve found themselves would 
be recognisable to a well-educated ninth century noble, but that could 
be said of many biblical situations. What prompted the notable produc-
tion of Genesis frontispieces? One obvious influence could have been 
the presence of the Ashburnham Pentateuch at Tours, which until its 
sacking by Vikings in 853 was the premiere producer of pandect bibles. 
However, the presence of such a profusely illustrated manuscript does 
not explain why the Carolingian Bibles lay such emphasis on the first 
three chapters of Genesis. The Bibles were made for a politically aware 
and active elite, and one that saw the afiairs of state as part of God's 
plan. Questions of tradition, virtue, self-interest and belief were part 
of their everyday life. The strong connection with the circle of Charles 
the Bald means that it can almost certainly be said that the illustrations 
express those ideas that were not only current among court circles, but 
also those that the king and his closest allies wished to propagate. That 
there was considerable interest in Genesis in royal circles towards the 
end of the eighth and the beginning of the ninth centuries is shown 
by Wigbod's commentary, done at the behest of Charlemagne and 
Claudius of Turin's commentary, requested by Louis the Pious. Perhaps 
the commissioning of a new work so recendy after that of Wigbod 
signalled a new attitude, as Claudius' approach was different from that 
of Wigbod, preferring to go ad fonts. ' ' ' This could be an indication that 
there was uncertainty that asked for a new look at the meaning of Gen-
esis. Occurring early in the reign of Louis the Pious, it was probably 
closely related to issues of the integrity of Prankish lands and the role 
of the Franks. Louis was obviously not the war-leader that his father 
was, and other than the conquest of Barcelona, achieved in his father's 
time, he did not extend the boundaries of the Prankish held territories. 
Indeed those boundaries came under threat from Danish raids in the 
north, and the questionable status of the Italian lands was also an issue. 
Even earlier there may have been a sign that the belligerent policy of 
Charlemagne was perhaps less to the taste of the younger generation. 
William, Count of Toulouse, cousin of Louis and his companion in the 
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successful Spanish campaign, renounced the world in 804 and joined 
his old friend Benedict of Aniane in that monastery."2 The connection 
with Aniane went further, as Benedict became Louis' advisor and was 
instrumental in Carolingian Benedictine reform, advocated and sup-
ported by Louis. In a world where boundaries were no longer expanding 
and court life less exuberant, it seems there was a need for something 
more than Wigbod's 'useful compendium."11 Ironically, considering 
Claudius' standpoint on images, it is possible that the production of 
the fine Bibles at Tours provided the opportunity to develop a visual 
exegesis of the first three chapters of Genesis. 
It is interesting to compare Claudius' exegesis with the slightly later 
visual exegesis. While the first is obviously far more extensive, dealing 
with the whole of Genesis, and leaning heavily on Augustinus' Com-
mentan in genenm ad litteram agreements and divergences between that 
and the frontispiece may point out issues that occupied people of the 
time. The attention given to depictions of Genesis 1-3 appears to be 
new: earlier illustrated Latin Bibles or Bible books seem to have had 
much larger cycles of illustrations and probably represent a southern 
tradition. The Ashburnham has nineteen miniatures, usually contain-
ing several scenes, illustrating Genesis and Exodus, and it is probable 
that there were a good many more."4 The Codex Amiahnus, perhaps the 
only surviving northern representative, has only three illustrations, all 
preceding the Old Testament, but none of these is a Genesis miniature. 
At various times other incidents in Genesis are profusely illustrated, the 
stories of Noah and Joseph, for example, proved a rich source for the 
earlier medieval illustrators. As far as the Carolingian illustrated Bibles 
are concerned, as a subject for the frontispiece it might be considered 
more appropriate to deal with the creation as a whole, as frequendy 
occurred later, but the first beginning of the world and life is ignored. 
The matter chosen is the relationship between man and God, what that 
relationship should be, what it became and perhaps even an inkling as 
to why. Clearly this hierarchical relationship was a matter of moment, 
but also man's position and purpose were being examined. 
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Man's purpose, as a subject for concern, could be linked to the 
dichotomy shown by the writings of the times, and to the circumstances 
of instability and change in the ninth century, the changes in relation-
ship between lord and vassal and the closer and altered relationship 
between Church and ruler. Furthermore, the Franks' idea of themselves 
and their mission was vulnerable; threatened by external enemies and 
internal strife, to many there were clear indications that the Franks 
had lost their way. The relationship between God and man as it was 
intended at the creation could be seen as the ideal relationship between 
lord and vassal; government based on that relationship would be a 
reflection of what God intended. In that relationship there would be 
no death and no injustice, man would be in harmony with God and 
with the created world. If the ideal government reflected the original 
relationship between man and God, then perhaps the origins of man's 
fall and his estrangement from God could also reflect the reasons for 
the problems besetting the ninth century Franks. " J 
Now the earthly kingdom, because it is transitory and fleeting, never 
reveals the truth but only some slight semblance of the truth and of the 
eternal kingdom. 
While every ruler must be included in those who are subject to God's 
over-lordship, and must consider himself in the same position as the 
erring Adam, the hierarchical structure of society also reflects what 
the ruler sees as the problems. The presence of the angel in the basic 
type, seeking neither aggrandisement nor influence, can be seen as an 
expression of the ideal vassal. In the oblique reference we can find 
an echo of Sedullius Scottus' remarks on the removal from office of 
those unfaithful to their lord and the raising up of another to take 
their place. The resemblance of both Adam and Eve to the Logos, but 
differing from the angel, echoes the writings of Claudius of Turin. He 
points out that man was made in God's image and likeness, not that 
of the angels."6 He makes a distinction between image and likeness. 
The image, that is the soul, is immortal, the likeness or body is subject 
to death."7 The enormous emphasis on the relationship between God 
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and man, almost to the exclusion of all else, makes a reading possible 
in which the intended sanctity of man is central, his great future in 
which he would be angelis Sanctis aequalis,U6 his distinction from the 
beasts made clear."9 Adam's rule over and the responsibility for cre-
ation are apparent in Claudius' commentary, but here the basic type 
deviates from this.120 Man's relationship with the rest of creation in 
this visual exegesis is irrelevant to the central theme. The treatment of 
the creation of Adam makes very clear the relationship between God 
and man. God, unlike the angel, leaves the heavens and stands on the 
earth itself and bends over to shape his creation. This can be seen as 
analogous to the relationship between lord and vassal: the lord literally 
'creates' his man, giving him a purpose and place. He is raised up in 
the same way as Adam is raised from the earth.'2' He is intended for 
higher things.'22 The next two scenes can be seen as the lord bestow-
ing beneficia on his new office-holder and giving him the wherewithal to 
comply with the commands of his lord. In this case God gives Adam 
the means not only to live easily, but also to obey the command to 
be fruitful and multiply. This gives a clue as to the responsibilities of 
the lord, as well as those of his vassal. He must provide the means by 
which his man is to fulfil his function. Eruigcnia said that God would 
not ask man to be anything beyond his powers or scope and in these 
scenes we see that translated into very pragmatic terms. In the basic 
type no other command is shown; neither the responsibility implicit 
in the naming of the animals, nor the ban on eating the fruit plays a 
part. It is an odd feature of fall iconography that this central incident, 
the pronouncing of the fruit of the tree of knowledge of good and 
evil to be forbidden, is so infrequendy shown. This gives rise to various 
questions. The writers of the time seem to have had little problem with 
mentioning disobedience in relation to Adam's sin, but this is often in 
conjunction with other sins, most often pride, superbia. It would also 
"
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seem to rule out the idea that sin equals sexuality. The presentation 
of Eve to Adam is a confirmation of the acceptability of marriage, 
but this may have been a propaganda ploy against an all too great 
asceticism. Claudius accepts that Adam and Eve were sexually active 
in paradise, but maintains that they felt no desire.123 The lack of desire 
is also expressed in the ideal type: Adam greets and welcomes Eve, 
but both are unconcerned with their nudity and confident in the sight 
of God and each other. Perhaps the omission of sexual characteristics 
can be seen as a lack of desire rather than a lack of sexual activity. 
The command to procreate meant that mankind must fulfil his destiny 
and fill the ranks depleted by the fall of Lucifer and his rebel angels.124 
The command could be seen as particularly applying to the Franks, as 
God's people and champions. 
Claudius' exegesis of the creation of mankind is rather difficult to fol-
low and scattered, but it amounts to a simultaneous creation of the souls, 
perhaps to be regarded as the human soul, followed by second bodily 
creation in which Adam was created before Eve, but the animation of 
Eve was nevertheless a separate act of creation.12'' The visual exegesis 
of the basic type confirms the emphasis is less on the material supplied 
by Adam and far more on the separate act of creation by God. Eve, 
like Adam, is God's creature and servant owing her existence to Him, 
but she is a secondary creation. Nevertheless, at this point, there is no 
suggestion that Eve is subservient to Adam. In Claudius' commentary 
she is a part of Adam sprung from him, which may imply that she is 
subject to him, and Claudius frequendy comments on the ill that will 
befall because of her. In the basic type, with its emphasis on the facial 
similarity between God, Adam and Eve, there is a suggestion of a degree 
m
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of equality. While Eve is presented to Adam, she does not express any 
degree of inferiority, but stands before him, with her head held high. 
This may reflect the relatively important position of many women in 
the higher echelons of Carolingian society, especially the queen, who 
were entrusted with important tasks, both in their own right and as 
deputies for absent husbands. 
The conflated temptation and fall scenes show a hierarchical chain 
of responsibility. There is no sign of any other form of life, other than 
vegetable, in paradise, so the introduction of the serpent raises vari­
ous problems. The serpent, as such, says Claudius, has no evil; he is 
created by God and his actions are the result of literally being puffed 
up by diabolia spiritus.Vlb It is interesting that Claudius uses the inflatione 
implying pride and self-aggrandisement, not simply devilish possession. 
Is the serpent then the first to succumb to the sin of pride, according 
to Claudius? The only indication of pride in the serpent in the basic 
type is in winding round the tree trunk until it is at eye level with the 
humans. This is not sufficient indication that pride was the driving force 
either for the serpent or for the humans. The serpent in the tree has a 
long history in both myth and iconography.1271 am inclined to interpret 
the serpent, and above all his sudden appearance, as the disturber of 
the situation coming from outside with evil intent. This must be an 
interpretation that can only be inferred, since there is no overt diabolic 
or evil element anywhere in the miniature. Nowhere in Genesis 3 is 
mention made of the devil, but we must assume that the ninth century 
viewer was not only conversant with the story, but with the idea that 
the devil was responsible for the temptation.'2" Not only does Claudius 
mention this frequendy, but the notion of a battle between good and 
evil, so graphically illustrated in the Utrecht and Stuttgart Psalters, 
and the use of serpents in hell or to depict death itself, makes this 
entirely reasonable.120 The intrusion of a third party into the relation-
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ship between man and God has been particularly emphasised by the 
lack of reference to any other aspect of creation. It is possible that in 
showing this ideal and close relationship, ignoring all extraneous fac­
tors, a warning is given of third parties who would seek to disturb that 
relationship. There is no suggestion that Eve is in any way responsible 
for the serpent, either for its presence or its action. She is responsible, 
however, both for accepting the fruit from the serpent and for passing 
on the means by which Adam falls. By accepting and eating the fruit, 
the ultimate responsibility lies with Adam: Eve gives him the means, 
but he acts on it. Here again the illustration is in agreement with the 
political texts, in particular that of Jonas of Orleans in which he states 
the ruler is responsible for his judges and administrators.110 Eve accepts 
the fruit uncritically, but Adam also fails to question what is handed 
to him. We can, I think, see the illustration parallelling Adam and the 
ruler; both carried ultimate responsibility in the earthly realm and both 
were finally responsible to God. 
The ubi es? scene brings us to the point of considering what was 
Adam's sin? Since the prohibition is not shown, disobedience is low 
on the list of possible interpretations. The commentators and writers 
have no difficulty in dealing with this aspect, although, as has been 
mentioned, it is often in conjunction with other factors, notably pride, 
and particularly in the case of Claudius, prevarication and trying to shift 
the blame. Claudius deals with the trees of life and of the knowledge of 
good and evil and their significance, saying that the tree of knowledge 
was not in fact the knowledge of good and evil, sed propterea appelatum 
est boni et mali scientiae, quia homo per expenmentum ab ipso didicit quid esset 
obedientiae bonum et inobedientiae malum. Of the prohibition he says little, 
using it chiefly for an exposition on death and redemption. When deal­
ing with the fall itself and the confrontation with God, he also makes 
little mention of disobedience and far more of lying, self-excuse and 
doubting the word of G o d . n i He has no doubt as to Adam's guilt being 
the result of a knowing and conscious action.132 Jonas of Orleans on 
the other hand, puts all man's ills down to disobedience.1" 
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... the first man was expelled from Paradise, condemned to exile, and 
made subject to the penalty of death because of his transgression of 
the divine command; and to this evil—inserted, as it were, into its very 
nature—the human race is subject even to this day. 
The basic type shows the consciousness of guilt, not only by the cover-
ing of the genitals, but by the huddled stance and generally submissive 
postures of the two humans. In two of the Bibles, but not the Vivian, 
the shifting of guilt is shown, so that could be seen also as an element 
of the ideal type. In that case it would gready reinforce Claudius' stand-
point that much of their sin lay in lying and trying to avoid blame.1341 
think it would be fair to say that the conflated scene of ubi es? and the 
denial of blame also implies the pronouncement of judgement. The 
Christ Logos' right hand is raised in a gesture of command. The basic 
type does not show the curse laid upon the serpent: nor is there any 
sign of the enmity between the descendents of Eve and the descendents 
of the serpent. This again reinforces the impression that the miniature 
concentrated on the relationship between God and man. On the other 
hand Claudius states that the 'seed' of the serpent is carnalia desidenam 
and its head illiciate suggesaonis.iì6 He goes on to say how important the 
calcaneum mulieris131 is now that the devil launches so sharp an attack on 
the senses, and he offers virginity as the way to fight off the devil and 
death.138 There is no sign of such inferences in the miniature; there 
the emphasis is on the immediate consequences of the fall. The expul-
sion in the miniature does not agree with the biblical text, but perhaps 
can be seen as being conflated with the cherub with the fiery sword 
barring the way to paradise. Claudius uses guarding the entrance to 
paradise and the banning access to the tree of life as the chance both 
to extol God's mercy, as it was not an absolute ban, and to point out 
the effectiveness of man's labour to show his penitence.139 The tunics, 
he says are symbols of man's new mortality. The miniature gives no 
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hint of the ban on the tree of life being rescinded or of the wholesome 
effects of labour, but rather depicts the change in their circumstances. 
In the Bible, Eve is condemned to be subject to her husband140—and 
here Claudius explains that she will be subject to the desire for her 
husband, but that she is not by nature subject to him, only as a pun-
ishment for her sin—and that she will conceive and bring forth her 
children in pain. The miniature agrees with Claudius' interpretation of 
the sensual and physical nature of Eve's subjection. There is no sign 
of social or hierarchical subjection, but the depiction of her suckling a 
child implies she is subject to the desires and the limitations of her body 
and senses. In Adam's case the sentence of hard work in an unfriendly 
and unyielding world is clearly shown. The basic type shows only the 
immediate consequences of the fall and these arc twofold, the pain and 
labour in place of ease and pleasure and the estrangement from God 
and life. Both the basic type and Claudius see the result of the fall as 
eschatological death, being banished from the presence of God 
In general, the basic type reflects Claudius of Turin's exegesis. The 
emphasis is somewhat different, being on the relationship between man 
and God alone. This has its parallel in the social and political situation 
of the time, and the Genesis miniatures complement the ruler portraits 
of Charles the Bald. In a time of uncertainty and flux when the relation-
ships between ruler and ruled were changing, the ideal type preaches 
the obedience and loyalty of vassal to a good lord. More than that, it 
emphasises the need for caution, wisdom and responsibility, of listening 
to the commands of one's lord and not being led astray by the counsels 
of others, even if the one led astray has no evil intent. In some ways 
this is a reflection of some of the old Prankish rules for compensation.141 
By such rules there is no distinction made between malicious intent, 
carelessness and accident: only the effects of an action are considered. 
This also occurs again in Dhuoda's advice to her son:142 
Never let yourself fall into the folly, the outrageous affront of breaking 
faith. Never let such an idea of disloyalty against your lord anse or grow 
140
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if not guilty' ibid , 9 1 5 
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ui
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in your heart... because they [the wicked, unrighteous, slothful and proud] 
cast their nets like mousetraps in order to deceive. They never stop prepar-
ing roadblocks and impediments along the way, so that they themselves 
fall headlong to the ground and cause others like them to fall. 
The intervention of a third party in the relationship is hazardous and 
can be disastrous. This lesson is also applicable to the relationship 
between a ruler and God and a people and God. It holds up an example 
of the perfect lord, his care and responsibilities. At a time when the 
Franks and their perceived mission seemed under threat from both 
outside forces and, more importandy in the minds of many, from a 
lack of commitment to God and his laws, the basic type focuses on 
the relationship and the need for a return to the observance of divine 
law, by showing the consequences of disobedience and estrangement. 
Just as a vassal who forgot his duty to his lord and allowed others and 
other interests to come between them is banned from his lord's sight 
and favour, and is left to make his way in a harsh world, so man pays 
for his folly by being deprived of the beneficia granted by a good and 
benevolent God. l4J 
While the Vivian Bible can serve as a basic type and the iconography 
of its Genesis frontispiece can be regarded as a visual interpretation of 
the general ideas and preoccupations of the time, it must be remem-
bered that it is a unique work. By considering not just the Genesis 
miniature but the wider iconographie programme and the context of 
its manufacture and use, it is possible to add to the basic remarks and 
give more attention to the unique emphasis of it message. The Genesis 
frontispiece is one of eight full-page miniatures, and to a certain extent, 
is an exception to the iconographie theme. This theme is the spreading 
of God's word and law, Jerome distributing the Vulgate (f. 3v), Moses 
handing down the tablets of law (f. 27v), David harping and singing 
(f. 215v), Christ in majesty surrounded by the evangelists and their 
symbols (f. 329v), the conversion and preaching of St. Paul (f. 386v) and 
the first seal with Moses being revealed by the four apocalyptic beasts 
(f. 415v). Even the presentation miniature can be seen in this light. 
When considered in this context the Genesis miniature can be seen as 
li>
 Earthly things, son, teach us about the heavenly When you have earnestly striven 
for something in the world and you have obtained it you will rejoice I advise and 
beseech you at your seeking and your acquiring may be not only here, but also in the 
hereafter, ibid , book 2, ch 2 
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the crucial touchstone: all the other miniatures deal with the honouring 
of God's Word, while the Genesis miniature deals with the flouting of 
that word. Devotion and loyalty to God are paramount, and in show-
ing this loyalty, the loyalty to an earthly lord who follows God's laws 
and rules justly is implied. The presentation miniature can be seen as 
a complement to the Genesis miniature. Lowden concludes that royal 
and imperial books—and not just those with ruler images—give 'an 
image of kingship, rather than an image of a king.'144 It is precisely this 
aspect, this view of an ideal ruler, which gives a clue to how the Genesis 
miniature should be viewed. The case is obviously difièrent as we are 
dealing here, not with human overlordship, but with divine. It has a 
double function, showing both the perfect ruler and what his subjects 
owe him. Nevertheless, the parallels between Charles and the first and 
supreme Ruler are worth considering. In all scenes the Logos carries a 
long sceptre-like rod as his symbol of authority and very like the crux 
hastata frequendy carried by the Christ figure in the illustrated Carolin-
gian psalters, and the sceptres of the Carolingian rulers. In this case, 
the emphasis is on God the Creator and Lord, not God the Redeemer, 
as it is in psalters, so the crux hastata would not be appropriate. It is 
noticeable that in the ubi es? covering of nudity/judgement scene the 
Logos in the Vivian Bible holds this stafij whereas in the Grandval and 
San Paolo Bibles he holds a book or scroll. In those two cases the book 
or scroll can be seen as representing both the authority of the Logos as 
judge, and that of the law, as ordered and set down. The Vivian has a 
consistent symbol of authority for the Logos, making him lawmaker and 
judge. The most obvious parallel in the presentation miniature is that 
the sceptre held by Charles is very similar to that of the Logos, thus 
identifying him with the lord who grants all good things, an appropriate 
identification, increased if this was to commemorate the renewal of an 
immunity, and also the fount of law. The second parallel has to do with 
the presence of the angel. In this case too, the political considerations 
would be inclined to outweigh the possible theological objections to an 
angel being present at an act of creation. The defection to Lothar of 
Adalhard, closely connected to Charles the Bald, and once abbot of 
St. Martin's, may still have rankled and here again loyalty was shown 
as a heavenly virtue. Just as the angel looks on and humbly admires 
m
 John Lowden, "The image and self image of the medieval ruler," in tangs and 
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the work of God, so Vivian, Adalhard's successor, has himself depicted 
humbly ofiering the Bible to his lord, Charles the Bald. The parallel is 
clear: while Adalhard succumbed to the temptation to forsake his lord 
and to return to the lands of Lothar, where he had holdings, Vivian 
was the faithful man—and could expect commensurate reward. 
The Genesis frontispiece of the Vivian Bible has no scenes that are 
peculiar to it: its uniqueness derives from the emphasis laid on the 
faithful vassal in the presentation miniature and the iconographie pro-
gramme that gives importance to the promulgating and upholding of 
God's word and law, and identifying Charles the Bald with this task. 
The three other bibles all have miniatures with aspects that are peculiar 
to them. Having discussed the underlying basic ideas as exemplified 
in the Vivian Bible, it is possible to isolate the specific iconographie 
factors from the general and discuss the unique elements of the other 
bibles to investigate what specific circumstances gave rise to these. The 
Bamberg Bible, if not fully established as the oldest, is iconographically 
the most suitable starting point.'45 
2.1 The Bamberg Bible 
The Bamberg Bible, sometimes called the Alcuin Bible, from the medal-
lion with the litulus ALCULNUS ABBA is probably the earliest of the 
four bibles and has been ascribed to either the period of the abbacy 
of Frigidius (807-834) or Adalhard (834-843). It has been postulated 
that it was made under Alcuin and presented to Charlemagne. This 
idea is possibly due to the richness of the manuscript. Berger describes 
it as 'justement célèbre comme un des plus beaux types de l'art caro-
lingien."4* The first secure dating we have for it is an eleventh century 
note of its presentation to Bamberg cathedral by Count Ramvold.147 
Köhler regards the Grandval Bible as older than the Bamberg and sug-
gests that the latter is the work of a smaller scriptorium at Marmoutier, 
Tours, producing fewer and less prestigious works than St. Martin's. This 
hypothesis has been supported, on palaeographic grounds, by Fischer. 
145
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However, Rand proposes that not distance but urne is the cause of the 
deviation in the Bamberg Bible. He suggests that the text was written 
at St. Martins, shortly after Alcuin's death, and thus lacking the textual 
revisions made in the time of Adalhard's abbacy. The manuscript was 
then 'refurbished somewhat later (probably at the close of Frigidius' 
rule) at which dme the illustrations were added."48 It is clear that the 
iconographie programme, in the manuscripts as a whole, is far more 
developed in the Grandval Bible.149 The prolific use of gold and silver 
in the Bamberg Bible, dated in the catalogue as simply ninth century, 
is surely the sign of a highly prestigious work, and it seems to stand 
at the beginning of an iconographie development at Tours, notably a 
gradual expansion of the number of frontispieces. The richness of the 
work and its relative iconographie simplicity indicate, to my mind, an 
origin at St. Martin's and that it was made before the Moutier-Grandval. 
Another argument in favour of this is the close similarity between the 
latter and the Vivian Bible and to a lesser extent the San Paolo Bible. 
The style of the Moutier-Grandval seems to have been found very 
acceptable, so it would seem unlikely that it would be abandoned for 
that of the Bamberg. By considering how it deviates from the norm of 
the basic type, various factors come to light that can indicate certain 
preoccupations and ideas, which in their turn may indicate or suggest a 
particular context. Any suggestions can only be tentative and done with 
extreme care to try to avoid a circular argument, but by considering 
the internal evidence of the miniatures and seeing if this fits with any 
known conditions it should be possible to make an attempt to relate 
miniature to context, (fig. 4) 
The Bamberg manuscript contains only two full-page miniatures, 
one before the Old Testament dealing with the fall, and one before the 
New representing redemption: the first is a fairly literal depiction of the 
events of Genesis 1 -4 , the latter is symbolic, showing the cross-nimbed 
Lamb with chalice, lance and sponge, surrounded by the Evangelist 
symbols and the four major prophets. It is noticeable that, other than 
the tituli naming the prophets, there is no explanatory text on the 
New Testament frontispiece, whereas the far more literal exposition 
l4fl
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of Genesis has four text bands, one above each register. Kessler sums 
up the relationship between tituli and miniature as having the 'closest 
connection."50 
The tituli paraphrase the Vulgate and are designed to conform to the 
pictures. In a few cases where the Vulgate text was too long or other-
wise unsuitable or where, as in the last scene, no appropriate Bible verse 
existed, a verse was invented. It would seem, then, that the picture cycle 
was composed first and the tituli worked out to fit it. 
However, I am inclined to doubt that the tituli were dependent on the 
pictures. There are a number of discrepancies that indicate that the text 
had an independent existence. The first scene clearly shows the enliven-
ment or animation of Adam, whereas the titulus uses the wordformavit. 
The titultis for the expulsion scene uses the plural form eidunt, while 
showing only one angel, nor is there any mention of the Hand of God 
in the titulus for the lowest register. The lowest register raises the most 
questions, and as Kessler noted, has no direct reference in the Vulgate. 
Kessler rejects Corssen's theory that the Bamberg's Genesis cycle was 
based on an earlier cycle, related to Alcuin's tituli, on the ground that 
the correlation is not specific enough. The inclusion of the non-Bibli-
cal scenes, especially the burial scene, cannot be explained, if we take 
it that the Vulgate was the source of both the miniatures and the tituli 
to the general exclusion of apocryphal texts. 
There are a number of elements in the Bamberg Genesis miniature 
that do not appear in the basic type. The least important of these is 
the border with medallions showing romanised heads. These can be 
related to the 'royal' aspect of the work in its profusion of gold, silver 
and purple, reminiscent of such works as the Aachen Gospels and to 
the classicising trend found in the Utrecht Psalter and the Ebbo Gospels. 
The classical aspect is also to be seen in some of the figures, notably 
the seated Eve in the lowest register. The royal and classical aspects 
would seem to indicate a work intended for a wealthy and influential 
patron, despite the scarcity of full-page miniatures. Of greater icono-
graphie interest are the naming of the beasts, the covering of nudity 
(as a separate scene), the sentencing of the serpent (conflated) and the 
burial scene. The Bamberg gives a more extensive pictorial record of 
the first chapters of Genesis than the basic type. The inclusion of the 
'
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medallions containing Sol and Luna not only refers to the work of the 
fourth day, but also gives a cosmic dimension to the miniature. In this 
the Logos is not only the Creator of mankind, but of everything, the 
universal Creator, a factor emphasised by the scene of the naming of 
the animals. In the Bamberg, man and God do not inhabit a world to 
the exclusion of all else: God's relation with man is not the only subject, 
but also man's reladon with the beasts, albeit a lesser one. When we 
consider the naming of the beasts the presence of the serpent in this 
scene must be noted. Bottom centre, the serpent faces Adam like the 
other animals to receive his name. Here the artist has made a distinc-
tion between this and the serpent shown in the third register: in the 
naming scene it is coiled and looped, with its head up, very like the 
serpents shown in the Utrecht Psalter. The presence of the serpent in 
this scene is indicadve of its status in regard to man: it is subject to him 
and therefore man should be able to command and control it. 
The second register has two elements that do not appear in the ideal 
type, and one important omission. The first of these elements is the 
relatively small detail of Adam not only holding out his hand to Eve, 
but touching her on the shoulder. In the Vivian and San Paolo Bibles it 
is the Logos who touches Eve's shoulder as he steers her toward Adam: 
in the Bamberg the touch increases Adam's acceptance of his partner, 
and may indeed be a means of expressing dixitque Adam hoc nunc os ex 
ossibus mas et caro de carne mea. The actual fall, the eating of the fruit 
is not shown; instead a chain of action and responsibility is depicted, 
leading from the serpent to Adam in an unbroken line, Eve forming the 
central link. A visual parallel to this is formed in the denial of blame 
scene, the pointing finger of Adam almost touching Eve who points 
down to the serpent at her heel. The one reflects the other in an implied 
chain of causality as well as responsibility. The three arc associated in 
their crime, and in their punishment. The next discrepancy has some 
significance for the interpretation of the changing relationship between 
man and God. The basic type conflates the covering of nudity with ubi 
es? (and the sentencing). In the Bamberg the covering of nudity occurs 
in a separate scene, thus highlighting Adam and Eve's consciousness of 
guilt, or the acquisition of guilty knowledge, before being faced with 
their Lord and Creator. The huddled postures and the hand held to 
the face by one of the figures, probably Eve, denote the realisation of 
what they have done. They do not need to be confronted with their 
misstep to know they have committed a sin. The other discrepant fac-
tor in the third register is the sentence on the serpent. Whether the 
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denial of blame can be seen as belonging to the basic type is open to 
question. It appears in both the Bamberg and Grandval Bibles, and 
can be regarded as symptomatic of the relationship between God and 
man. The acceptance and acknowledgement of one's sin was seen as 
the first step to redemption, and only by accepting that punishment was 
not only just but within the order of things, could one begin to show 
true penitence. In this scene there is a further level implied and that 
is the refusal to accept God's omniscience, because, Claudius says, the 
question ubi es? does not imply that God did not know where Adam 
was.151 Adam and Eve not only shift the blame but try to escape the 
just judgement of God, and in so doing not only call God's omni-
science into question, but refuse to accept the responsibility for their 
own actions. Angelomus of Luxeuil goes so far as to say that man's 
attitude at this juncture was probably decisive, and if he had shown 
suitable penitence, his fate might have been avoided.152 The inclusion 
of the sentence on the serpent is in keeping with the broader narrative 
aspect of the Bamberg. In this it difiers from the Grandval Bible where 
the denial of blame scene visually emphasises the two humans. In the 
Bamberg the complicity and guilt of the serpent are manifest, and it 
mirrors the story of the humans: like them, it is created and given its 
place in paradise, like them it takes and holds, if not eats, the forbid-
den fruit—this is one of the extra-Biblical elements—and like them it 
is cursed and punished. 
The most interesting discrepancies occur in the lowest register. Not 
only does it contain the burial scene, but the separation of Adam and 
Eve by that scene is remarkable. This scene, with the presence of the 
hand of God at the two upper corners, deserves further consideradon. 
To my knowledge this register has not been subject to a thorough-going 
analysis, and while Kessler151 has identified the burial scene as being 
the internment of Abel and based on the Apocalypse of Moses, he 
did not considered the implications of the register as a whole, nor the 
'
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full text of what he quotes. Since the reading and interpretation of 
this register, which differs so greatly from the ideal type, is dependent 
on the identification and interpretation of the burial scene that will 
form the central point for the present analysis. Kessler sought for the 
sources of the extra-Biblical elements and found that they 'can now be 
identified as the Vita Adae et Evae, an apocryphon wrongly called the 
Apocalypsis Mosii in its Greek version, which was written in Hebrew or 
Aramaic during the first century.' I will continue to call this work the 
Apocalypse of Moses to disünguish it from the similar Latin Vita Adae 
et Evae. Despite Porcher's identification of the scene not as the burial, 
but the murder of Abel,154 it cannot be doubted that the central scene 
of the fourth register is that of a burial, since a close examination of 
the figure lying on the ground shows that it is wrapped in winding 
clothes, and thus must be regarded as a corpse ready for burial, rather 
than the body of a newly slain man. Whether this is the burial of Abel, 
or that of Adam or indeed a conflation of the two requires further 
examination. The only indication in the scene itself is that a man is 
digging the earth next to a body. There are various texts that could 
correspond to this. The first is that of the Vulgate: dbdtque ad eum quid 
fecisti vox sanguinis fiatris tui clamât ad me de terra.155 This does not seem 
to be likely, as the man is clearly not God and surely his presence as 
speaker would have been shown, and it is obvious that this is a burial 
rather than a confrontation. The lack of any indication of the presence 
of God causes some difficulty as in both the Apocalypse and the Vita his 
commands, if not his actual presence, are central. The Apocalypse 
describes the burial of Adam thus:156 
Then God spake to the archangel(s) Michael, (Gabriel, Uriel, and 
Raphael): 'Go away to Paradise in the third heaven, and slrew linen 
cloths and cover the body of Adam and bring oil of the 'oil of fragrance' 
and pour it over him. And they acted thus did the three great angels 
and they prepared him for burial. And God said: 'Let the body of Abel 
also be brought.' And they brought other linen clothes and prepared his 
(body) Eliso. For he was unburied since the day when Cain his brother 
slew him; for wicked Cain took great pains to conceal (him) but could 
not, for the earth would not receive him for the body sprang up from 
the earth and a voice went out of the earth saying: 'I will not receive 
1,1
 Porcher, "Book painting, the court ateliers." 
' " Genesis 4.10. 
IS6
 R.H. Charles, The Apocrypha and Pseudographia of the Old Testament, Oxford, 1913, 
Apocalypsis Moni, eh. 40. 
70 CHAPTER OME 
a companion body, till the earth which was taken and fashioned in me 
cometh to me.' At that time, the angels took it and placed it on a rock, 
till Adam his father was buried. And both were buried, according to 
the commandment of God, in the spot where God found the dust, and 
He caused the place to be dug for two. And God sent seven angels to 
paradise and they brought many fragrant spices and placed them in the 
earth, and they took the two bodies and placed them in the spot which 
they had digged and builded. 
This is the passage cited by Kessler, but he omits the mention of Adam's 
body. The double burial is found again in the Fï&z:157 
And the Lord said again to the angels Michael and Uriel: 'Bring me three 
linen cloths of byssus and spread them out over Adam and other linen 
cloths over Abel his son and bury Adam and Abel his son.' 
The fact that there is only one body again creates difficulties when trying 
to fully identify the scene with the text. The Vulgate says only of the 
death of Adam et mortuus est. Nevertheless, several incidents depicted in 
the Genesis miniatures seem to come from apocryphal works and these 
could have been part of an iconographie tradition, so familiar that they 
were used without a second thought. In view of the enormous discrep-
ancy in treatment of the lowest register between the Bamberg and the 
ideal type, I would suggest that they were very deliberately included. 
Rather than regarding the registers as a succession of scenes in the man-
ner of a comic strip, they should be considered almost as paragraphs. 
In that case we can, very crudely, regard the top register as life before 
the creation of Eve, the second the creation of Eve and the disregard 
of God. lse The third register is then clearly trial and punishment. That 
leaves the fourth, which cannot be read as a chronological narrative 
because the burial scene interrupts the single scene of the depiction of 
the labours of Adam and Eve. I suggest that the artist or designer of this 
register worked not only from a model, but was acquainted with both 
the apocryphal works mentioned and conflated elements thus giving a 
special eschatological significance to the whole miniature. This would 
be in keeping with the small iconographie programme of the Bamberg. 
The single other miniature gives the means of redemption. The Genesis 
miniature gives not only the reason why redemption was necessary, but 
1,7
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also gives a hint of it. The much greater iconographie programmes 
of the other three Bibles mean that a sort of pictorial Heilsgeschichte 
can be given spread throughout the work: in the Bamberg it has to be 
compressed. Porcher considers the aspect of fall and redemption to be 
the central factor of the manuscript's programme, and acknowledges 
the hint of God's care shown in the fourth register.1''' 
The toiling Adam and Eve are not abandoned, for God's hand is out-
stretched above them (this small detail shows both the artist's enlightened 
sensitivity and his perfect understanding of theology). 
In this he lends far more weight to the Hand of God than Kessler, who 
comments that it 'signifies His spoken word,"60 and, according to him, is 
not appropriate to the labours of Adam and Eve; he concludes that here 
it was used as a purely decorative element. The scarcity of decorative 
elements within the registers, as opposed to the border, makes it unlikely 
that the artist would simply take an essential element from one scene, 
such as the sacrifices of Cain and Abel, and transpose it to another 
solely because it appealed to him aesthetically. It must be considered 
as a deliberate and intentional inclusion. Firstly, I would dispute that 
the Hand was not appropriate to the labours of Adam and Eve. Each 
hand points to one of the two, each fulfilling, more or less, the punish-
ment ordained for him or her by God. Adam works to scratch a living 
from the soil, while Eve's pain in childbirth is symbolised by the infant 
on her knee. This would also account for the strange arrangement of 
the pair, separated as they are, by the burial scene. The withdrawal of 
the Creator, as exemplified by the disappearance of the Logos after the 
judgement scene, must surely also signify the new distance between 
God and man and in this way their condemnation to death. By this 
means the spiritual death of man is shown; he is no longer able to 
enjoy the presence of God, the definition of eschatological death. This 
is the confusion sown by the tempter in 3.4 Nequaquam morte mommini. 
Eve will not die an immediate physical death, that will come later, but 
she will die the spiritual death of being deprived of the knowledge of 
God's presence. The depiction of the Hand of God is a promise of 
the possible reversal of the sentence, of redemption. While God is no 
longer immediately accessible to man, He has not abandoned him; He 
'
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is still a presence in the world after the fall, watching and judging, but 
also caring. In the Apocalypse Eve tells Adam:161 
'My lord, Adam, behold, I have seen in a dream this night the blood of 
my son Amilabes who is styled Abel being poured into the mouth of Cain 
his brother and he went on drinking it without pity. But he begged him 
to leave him a little of it. Yet he hearkened not to him, but gulped down 
the whole; nor did it stay in his stomach, but came out of his mouth. 
And Adam said, 'Let us arise and go and see what has happened to them. 
(I fear) lest the adversary may be assailing them somewhere.' And they 
both went and found Abel murdered. 
Clearly this dream indicates a murder that has already taken place. 
The Vita, although using very similar language, sees the dream as a 
prediction of murder.162 
For thereafter Eve conceived and bare a son, whose name was Abel; and 
Cain and Abel used to stay together. 
And Eve said to Adam: 'My lord, while I slept, I saw a vision, as it were 
the blood of our son Abel in the hand of Cain, who was gulping it down 
in his mouth. Therefore I have sorrow.' And Adam said, 'Alas if Cain 
slew Abel. Yet let us separate them from each other mutually, and let us 
make for each of them separate dwellings.' 
And they made Cain an husbandman, (but) Abel they made a shepherd; 
in order that in this wise they might be mutually separated. 
It is this last text that is interesting in relation to the fourth register of 
the Bamberg manuscript. The figure working the ground on the left 
can be both Adam and Cain, both tilling the ground. Eve sits apart 
with the child Abel on her knee, showing the separation between the 
brothers. The throne-like chair on which Eve sits difièrs gready from 
the stony ground of the basic type and requires some explanation.161 
Reasons for this could be found by examining both the apocryphal 
works already considered and Claudius of Turin's Commentarii in Gene-
sim. In both apocryphal works the dying Adam is not only promised 
redemption but a 'throne.'164 
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Adam, what hast thou done? If thou hadst kept my commandment, 
there would now be no rejoicing among those who are bringing thee 
down to this place. Yet, I tell thee that I will turn their joy to grief 
and thy grief will I turn to joy, and I will transform thee to thy former 
glory and set thee on the throne of thy deceiver. But he shall be cast into 
this place to see thee sitting above him, then he shall be condemned and 
they that heard him, and he shall be grieved sore when he seeth thee 
sitting on his honourable throne.' 
Adam, Adam.' And the body answered from the earth and said: 'Here 
am I, Lord.' And God saith to him: 'I told thee (that) earth thou art and 
to earth shall thou return. Again I promise to thee the Resurrection; I will 
raise thee up in the Resurrection with every man who is of thy seed.' 
The reference to Adam and to his seed can be explained by Claudius' 
commentary, which disringuishes, as Augustine did, between those who 
were of the city of God and those of the city of men.163 
Natus est igitur pnor Cain ex ML· duobus generis humani parentibus, pertinens ad 
hominum avilatem; posterior Abel, ad cimtatem Dei. Sicut enim in uno homme, quod 
dixit Apostolus, expenmuT, quia non pnmum quod spiritale est, sed quod ammak, 
postea quod spiritiale 
Abel, according to the Vita and Apocalypsis, shared Adam's fate and 
was taken with Adam to paradise there to await the last judgement. 
He can therefore be seen as a préfiguration of those journeying to the 
City of God.166 
Hunc secutus Abel, quern major frater occidit, praefigurauonem quamdam peregrinaniL· 
cmtatis Dei, quod esset ab impüs, et quodammodo terrigems, id est, terrenam originem 
diligentibus, et terrenae cimtatL· terrena felicitate gaudentibus, perseculiones passura, 
pnmus estendi. 
The Hand of God fits into this interpretation without problem, indi-
cating both punishment and care. It also emphasises the connection 
between sin and crime and the contrast between the peaceful condi-
tions of paradise, as exempüfied in the naming of the beasts, with the 
danger and disharmony of the world outside. 
The highly metaphorical content of the miniature as whole inclines 
me to think that the burial is of Adam, or rather mankind, represented 
by Adam. It is clear that this eschatological reading is at variance with 
the basic type. There the emphasis is on the consequences of the fall 
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of man, but the eschatological reading of the fourth register conforms 
to the interpretation of the miniature and of the programme of the 
work. The miniature, in fact, is less narrative than the basic type, even 
though it contains more scenes: it gives an account of the history of 
mankind, an account that is extended to a full Heilsgeschichte with 
the Lamb frontispiece. I am aware that according to the apocryphal 
works the angels carried out the burial; this is clear in the Apocalypsis 
but less so in the Vita. In the Vita Adam asks to be buried 'towards 
the sunrising in the field of yonder dwelling' and it would seem that 
the burial by angels in paradise is a spiritual burial. In each case the 
burial by angels is witnessed by Eve and Seth and the Apocalypsis con­
tains a passage in which the angels give the instructions for the burial 
of Eve, telling Seth, 'Lay out in this wise every man that dieth till the 
day of the Resurrection."67 If we consider the miniature as a whole 
it gives a picture of the cycle of the life of man. Even the medallions 
containing Sol and Luna have a special place in this. They have, of 
course their part in the story of creation, but in the two apocryphal 
works they are darkened at the death of Adam.'Sfl Thus in the minia­
ture they see man's creation, but are not shown at his death. The first 
register shows man in harmony with God and the natural word: the 
second register shows the extension of man's horizons—he becomes a 
social creature and is faced with choices. His choice is the wrong one; 
by concentrating on earthly things surrounding him—his wife and the 
serpent—he ignores the greater for the lesser and betrays his Lord. The 
third register is that of justice and retribution and man must face his 
Lord and accept the sentence of banishment. The final register shows 
the full consequences of that sentence, not only banishment, but death 
and estrangement. In this the Bamberg is far more far-reaching than 
the basic type, which only shows the immediate consequences of the 
banishment. The Bamberg not only shows the eschatological death by 
the withdrawal of the Logos, but the physical death to which man is 
subject. Again, unlike the basic type, it foreshadows the redemption: 
the Hand of God shows that God has not wholly forsaken his creation, 
both judging and protecting. 
11,7
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Clearly the Bamberg Bible diverges considerably from the iconogra-
phy of the basic type as well as stylistically. These diflerences are not 
confined to small details, but give a fundamentally different emphasis. 
Superficially, the main diflerence is that the narrative is extended, but 
the importance is not purely narrative. In particular an analysis of the 
fourth register brings the eschatological aspect of the whole miniature 
to the fore as a cycle of creation, sin, punishment and the possibility 
of redemption: the creation of life is linked to both the physical and 
the spiritual death. The extra-Biblical burial scene—the first burial 
in the history of man according to the apocryphal works—and its 
implications for Adam's descendents shift the emphasis slighdy towards 
repentance and a concern for future generations. As has been said, 
there is no secure dating for the work, general opinion putting it in the 
period 834—843 and made under the abbacy of Adalhard. This dat-
ing would seem to conform to the special emphasis of the miniature. 
I suggest that the concern for repentance and forgiveness as displayed 
in the fourth register, along with separation of Cain and Abel, reflects 
the concerns in the Carolingian realms following various events of the 
reign of Louis the Pious. The strained relationship between Louis and 
Lothar (and Pippin and Louis the German) is reflected in the 'rebel-
lion' against both a lord and father, who has given bounteously; the 
naming of and lordship over the beasts is analogous to the granting of 
Lothar's imperial tide and regia to his other sons. The events of 833 
can also be traced in the attention to forgiveness shown by the Hand of 
God and the burial scene. The concern for the young Charles and his 
inheritance seems to be reflected in the separation of Cain and Abel, 
Abel the younger son sitting on the knee of his enthroned mother. Just 
as Adam and Eve tried to protect Abel in the Vita, Louis and Judith 
tried to ensure Charles's inheritance by the pact with Lothar. This 
would suggest then that the Bamberg Bible dates from the late 830s, 
and before the Brüderkrieg was unleashed at Louis death. 
2.2 The Moutm-Grandval Bible 
The iconography of the Moutier-GrandvaJ concentrates on the creation 
of man, his fall and expulsion from paradise, (fig. 5) All extraneous mat-
ters, at first sight, are excluded, but within this framework the themes 
are amplified and developed. In the first scene the Logos stands upon 
the earth from which he shapes Adam while two angels look on. This 
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could be a reference to the angels being present at the creation of Adam 
and being called upon to worship him. The Vita has Satan saying:169 
When God blew into thee the breath of life and thy face and likeness 
was made in the image of God, Michael also brought thee and made 
(us) worship thee in the sight of God; and God the Lord spake: Here is 
Adam. I have made thee in our image and likeness. 
The reasons for the presence of the angels has already been discussed 
in connection with the basic type, but it may be mentioned here that 
a complementary reason for the appearance in the Grandval Bible 
could be the insistence on the high desdny of man envisioned by God 
and expressed in the passage cited above. The angels, however, do 
not descend to the earth: they view the Logos and his creation from a 
point above. It is from this point that the Logos leans down to remove 
the rib, he is then on another plane than Adam. This may refer to 
the Bible text that describes Adam as being created before paradise, 
whereas Eve was created in paradise.170 In the first register there are 
clearly two planes, a heavenly and an earthly, the one inhabited by the 
angels and the Logos, the other by man and by the Logos when he 
needed the material of the earth to make man. In the second register 
we are shown paradise, a place that both man and God can inhabit, a 
sign of the harmony that existed between them, and man's enjoyment 
of the presence of God. 
Depicting the ban on the eaüng of the fruit of the tree of knowl-
edge is reladvely rare in medieval art, and to my knowledge is only 
ever shown unambiguously after the creation of Eve, in contradicdon 
to the order of events in Genesis 2. There are two important implica-
tions in the use of this scene. The first is obviously that there is a great 
deal of emphasis on the sin of disobedience. Adam and Eve disobey a 
direct order and command: this may seem obvious from textual sources, 
but visual sources tell their own story, with their own emphasis. The 
selection of elements of a text to illustrate, and how to illustrate those 
elements, constitute the structure of an independent narrative. Thus, 
the other three Caroüngian Bibles that do not illustrate the ban tell a 
slighdy different story to the Grandval Bible. The basic type, seen as 
a pictorial source and not just a working of the text, leaves open the 
question of the precise nature of man's sin, but the emphasis lies more 
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with allowing the intrusion of an external factor, of relegating God to 
the background, of wandng more than is given, than on downright 
disobedience. These elements are also present in the Grandval Genesis 
miniature, but with the inclusion of the prohibition scene, the emphasis 
is firmly placed on the aspect of disobedience, rebellion and the breaking 
of a compact with God. It cannot be doubted that this scene is that of 
the prohibidon, and not, for example, the instruction to be fruitful and 
multiply. The Logos stands before the tree and gestures towards it with 
a commanding hand, two fingers outstretched.171 The tree shown in 
this scene is not the same as that shown in the conflated ubi ej.Vhiding 
the nudity/denial of blame scene. This last shows the tree as a fig tree, 
which accords with the usual identification in ancient and medieval 
theology with the tree of knowledge of good and evil. This poses a 
problem if the four dark lines issuing from the base of this tree are, as 
Kessler identifies them, the four rivers of paradise. He puts this down 
to 'confusion on the part of the Carolingian artist' as to which was 
the tree of life and which the tree of knowledge.172 Tradition, however, 
links them to the tree of life.173 By considering the titulus relating to 
the prohibition a possible explanation can be found. This reads AST 
EDAKTNE POMA VITAE PfROJHIBET IPSE CONDITOR and is the 
truly strange element: the artist can be seen as simply following the 
text of the titulus—which he would surely know before beginning his 
work. The ban on eating from the tree of life does not occur until the 
judgement, Genesis 3.22. This means that the writer of the titulus was 
either confused, or there was some other reason. If we examine what 
the Vulgate says there are two points at which distinction between the 
two trees is not very clear. The first of these is at the first mention of 
them at their planting when they are both described as being planted 
in the middle of paradise.174 The second occasion is at the beginning 
of chapter 3 when Eve replies to the serpent's question that they may 
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eat of all the trees in paradise except from the one in the middle.1" 
Here there is only mention of one tree 'in the middle of paradise', 
not specific mention of the tree of knowledge, as there is in 2.17. The 
most probable explanation is a deliberate conflation of the trees and 
this is underscored by the use of the same titulus in the Vivian Bible.176 
Its appearance there is all the more remarkable because there is no 
prohibition scene, and to judge from the layout of f. lOv, the tituli of 
the first register were added as an afterthought, or had been forgot-
ten. The other tituli are, as in the Grandval, neady written on borders 
between the registers. Those for the upper register are written in much 
larger letters on the page, above the frame, the last letters of conditor 
extending beyond the conünuation of the right-hand frame, so that 
the decorative foliage on that corner has to droop downwards. The 
tituli above the miniature is not unique to the Genesis frontispiece in 
the Vivian but it does seem to have been less thought out than, for 
example, that on f. 329v, where there is no logical place for a titulus 
in the miniature itself. If there was no reason for the titulus to use the 
word VITAE, it is all the more strange that it was not only repeated 
in the Vivian, but was apparently deliberately added. The tituli of the 
Genesis pages of both works are identical, but the Vivian has a register 
less than the Grandval. If the use of VITAE was a mistake, it seems 
odd that it was not corrected and even repeated in another work.177 A 
far more probable explanation is that the tree of knowledge and the 
tree of life were neither a simple confusion or even a straightforward 
visual conflation, but a deliberate identification of the two. This is not 
unique to the Genesis frontispiece in the Grandval Bible, but is to be 
found in a passage in a pseudo-Ephraimic homily in which God is 
considered to be both trees.17" The likelihood of an acquaintanceship 
with this idea in ninth century Francia is increased by the fact that the 
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same passage is paraphrased in a commentary from the late seventh 
originating from Canterbury.179 
Lignum etiam vitae et reliqua. Secundum historiam arborem fia unamque, non duo. 
Ideoque Dominus ei maledixit in euangelio specmliter, non altro, quia in ea prima 
transgressie facta est. Et Deus est lignum uitae et scientiae boni malique; si bene 
senti/mus et intelligimus de eo, hoc est de sancta trimtate, nobis ent lignum mtae. Sin 
autem, aliter ent ut in evangelio dicitur: 'Hic in ruinam et in resurrectionem multorum 
in Israel, ' et reliqua. 
The Canterbury Commentaries were lecture notes or aides memoir 
written by the students of Abbot Hadrian and Archbishop Theodore, 
who were possibly acquainted with Ephraimic and Pseudo-Ephraimic 
works, perhaps even bringing copies to Britain.180 Bischoff and Lapidge 
trace the idea that 'the tree of life represents the tree of knowledge 
of good and evil and, a fortiori, of God' via Matthew XXI. 19, Mark 
XI.21, which relate Christ's cursing of the fig tree, via Gregory of 
Nyssa, Theodoret of Cyrrhus and Maximus the Confessor, all equating 
the tree of life to God.181 They, like Stevenson, find the closest paral-
lel in the pseudo-Ephraimic homily that makes the double parallel 
explicit.182 Thus the idea of the trees of life and knowledge as one and 
the same was fairly widespread and Bischoff and Lapidge's analysis of 
the manuscripts of the Commentaries provide evidence that text of the 
Canterbury Commentaries was known in ninth century Francia. One 
'
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of these, at least, Würzburg, Universitätsbibliothek, M.P.Th.F.38 is 
contemporary with the Grandval and Vivian Bibles. While the rel-
evant passage is not, or no longer, to be found in it, it is evidence that 
the Commentaries were still being used and copied. It must, then, be 
regarded as a distinct possibility that the makers of the Grandval were 
acquainted with the exegesis identifying the tree of knowledge with the 
tree of life, and that neither the titulus, nor the miniature is the result 
of a mistake or carelessness on the part of the scribe or artist, but a 
conscious reference to this. With this in mind the interpretation of the 
scenes can be extended further. God is the source of life, which he will 
grant to his faithful followers. At the same time he can withhold this, 
dealing death and punishment to those who betray him. God is the 
source of knowledge that gives life and also that which gives death. 
This explains why the olive tree (life) is shown at the ban—the fruit 
was not theirs to take, but would be granted to them if they proved 
faithful—and the fig (death) at the temptation and the ubi es? scenes. 
Viewed in the light of the Commentaries and on the assumption that 
the titulus and the trees are not errors, the sequence makes sense and 
reinforces the message of the rest of the miniature. 
The next major discrepancy between the Grandval and the basic 
type is the consumption of the fruit. This forms a separate scene to the 
temptation of Eve, and Eve, as well as Adam, is shown eating the fruit. 
The idea of sin and evil entering via the mouth is relatively common 
in Carolingian thought. In the Stuttgart Psalter a black bird is shown 
entering Judas' mouth, an idea which is again expressed in Heliand:m 
When the betrayer 
Took the food and was eating it in his mouth, 
The divine power left him; evil creatures, 
Satan wrapped himself 
Tightly around his heart. 
Here the fruit is taken from the mouth of the serpent and enters the 
mouths of the humans, making a parallel with the verse cited above. 
In this scene Adam and Eve share the guilt: Eve is not merely the 
instrument by which Adam acquires the fruit, but like him, she ingests 
"" Heliand, LV, 4620-4625, cited G. Ronald Murphy, The Saxon saviour: the germanu 
transformation of the Gospel m ther ninth century Heliand (New York and Oxford, 1989). 
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it, making it a part of herself. This would agree with Claudius' inter-
pretation of the tree. It would also agree with the Apocalypsis:18* 
he [the serpent] went and poured upon the fruit the poison of his wick-
edness, which is lust, the root and beginning of every sin, and he bent 
the branch on the earth and I took of the fruit and I ate. 
And in that very hour my eyes were opened, and forthwith I knew that 
I was bare of the righteousness with which I had been clothed. 
The text does not mention that Eve took the fruit from the serpent's 
mouth, but this element in the miniature could be a very effective 
visual method for showing the contamination of the fruit. It also gives 
a reason, other than iconographie tradition, for showing the serpent in 
the tree. The verses cited above are spoken by Eve, and she is as aware 
as Adam of her nakedness, a knowledge that comes from eating the 
fruit. The Grandval stresses this point. Eve and Adam are both aware 
of what they have done; both have betrayed the trust of their Lord 
and must face banishment. A second parallel is found to the section of 
Heliand cited above. The poem continues from that point:185 
Since the help of God 
had abandoned him in this world. Thus shall those people 
who, under heaven, change lords. 
Kessler's discovery of a minute scene in the fourth register of the 
Genesis frontispiece, which he interprets as the murder of Abel by 
Cain, is one of the most intriguing features of the Grandval Bible. He 
describes the scene thus:18b 
Beneath the right tip of the garland that forms Eve's bower is a dny sketch. 
Two figures are delineated within a lightened square. One stands at the 
left and extends his arm toward the figure at the right who seems to be 
trying to balance himself as he falls backward. The figures may be no more 
than illuminator's scribbles. They are, however, part of the ninth-century 
painting; and, on the basis of similarities with San Marco and San Paolo 
f.l.m., they can perhaps be identified as the Slaughter of Abel. 
The reasons for including this scene can be seen as fairly obvious, it 
simply follows the narrative as it does, more or less in the Bamberg 
Bible. However narrative intention cannot account for the strange way 
Charles, Apocalypsis, ch. 19.3-20.2. 
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it is inserted into the much larger scene of the labours of man. To a 
certain extent the clarity of the scene is impaired by the touches of 
gilding. Nevertheless there are certainly two figures facing each other. 
The figure on the left stretches out his left arm toward the figure on 
the right, touching him. This right hand figure bends very slightly 
forward, his right arm relaxed by his side. The second figure is less 
distinct. I agree with Kessler that he (and it is almost without doubt 
male) is falling to one knee, his right leg bent and the left stretched 
out behind and to the side of him. The position of the arms is more 
difficult to determine. It is possible that his left arm is by his side, giv-
ing the impression is that this is held away from the body. Kessler sees 
the left arm as being thrown up in an efibrt to retain balance, and 
this would account for the dark area behind the figure on the right. 
The right arm is very indistinct—it is also very possible that the two 
arms are shown but the small size and general lack of clarity make it 
impossible to decide. The position of this figure is similar to that of the 
Mors in the Uta Codex. My observations are based on the facsimile 
edition, and the colour reproduction there, when viewed with fairly 
strong magnification, gives a diflferent impression than that of Kessler's 
black and white photograph. Nevertheless after spending several hours 
comparing the colour and black and white reproductions and following 
Kessler's arguments I agree with both his description and interpreta-
tion.187 (fig. 6) 
The scene itself is set against a dark blue background, similar to 
that of the upper part of the right-hand side of the fourth register. 
Immediately under this area the background is dark purple, with a bil-
lowing edge that does not run parallel to the undulations of the yellow 
ground. The purple area starts at roughly the same point as the dark 
lilac area on the left-hand side begins. I suggest that the whole upper 
part of the right-hand side of the fourth register was originally blue 
and then overlaid with purple. This would seem to be borne out by the 
lower part of the background to the left-hand side. There glimpses of 
pink can be seen under the dark lilac layer; this is especially noticeable 
along the upper edge, the join with the yellow earth and the area close 
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to the end of the garland hanging from Eve's bower. From the applica-
tion of the pigment, especially the dark blue in the second register it is 
clear that the figures, even if not fully painted, were sketched in before 
the background was painted. To return to the scene, this has a clear 
demarcation where the artist has taken his brush, loaded with purple, 
round the edge of the scene. It is also very clear that, as would be 
expected, the gilding was done after all other stages of the painting. It 
is possible that the scene, however small was sdii clearly noticeable and 
the decision was taken to gild the figures, the three short strokes on the 
left and the long one on the right being very similar to the gold tassel 
on the left-hand side of the garland. Viewed from most positions, only 
the gilding is visible, unless the viewer subjects the work to very close 
scrutiny. A possible reconstruction of the making of the scene would be 
that the small and secret scene of the fratricide was painted, for what 
reason we will shortly attempt to determine, but its floating position 
drew attention to it. To disguise the scene it was decided to gild the 
figures and to add a leafy tassel to the left-hand side of the garland. It 
is possible that the scene was noticed and the artist told to paint over 
it —this would account for the purple layer, and possible even the dark 
lilac layer, as more harmonious than the underlying pink. If this was 
the case then the artist very skilfully avoided deleting the scene. 
The introduction of this small scene, in what can only be regarded as 
a secret and clandestine manner, points to a most unusual situation. For 
some reason it was found necessary or desirable to include the scene, 
but at the same time it could not be done openly. What then were the 
circumstances that could have led to such an action? The first point of 
interest is the subject itself, the murder of a younger brother by an elder. 
This could have a good many parallels in Carolingian politics, especially 
royal politics. It could refer to Louis the Pious' blinding of Bernard 
of Italy and his subsequent death, whereby an uncle and emperor 
was responsible for the death of his nephew. While this is a possibility, 
the strained relations between the sons of Louis the Pious, the elder 
brother's jealousy of the younger, make a closer analogy. In 841 842 
as a result of various social, political and religious circumstances the 
lower classes in Saxony, the Stellinga, rebelled against the ruling class 
and against their king, Louis the German. They demanded a return 
of their traditional rights and political system. They further wanted a 
return to their old religion, both Christianity and Carolingian hegemony 
being associated with the loss of rights and political power. One of 
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the factors leading to the initial success of the revolt was the situation 
caused by the quarrel between the royal brothers.188 This revolt was 
an event that deeply shocked many and it receives an almost unique 
amount of attention in the ninth century chronicles, being reported 
in four independent sources.189 More shocking to the ninth century 
Christian Frank was the behaviour of Lothar, who, in attempting to 
distract Louis and to improve his own position in his campaign against 
his brothers, entered into negotiations with the leaders of the Stellinga, 
promising them 'the choice between some kind of written law and the 
customary law of the ancient Saxons, whichever they preferred. Always 
prone to evil, they chose to imitate pagan usage rather than keep their 
oaths to the Christian faith."90 In a further measure he bought the 
aid of the Danish king, Harald, and the Annals of Fulda express the 
horror that an anointed and Christian king could even consider such 
acts, not only against his brothers, but against the Frankish people and 
against God:191 
Lothar, to secure the services of Harald, who along with other Danish 
pirates had for some years been imposing many sufferings on Frisia and 
other coastal regions of the Christians, to the damage of Lothar's father's 
interests and the furtherance of his own, now granted him Walcheren 
and the neighbouring regions as a benefice. This was surely an utterly 
detestable crime, that those who had brought evil on Christians should be 
given power over the lands and people of Christians, and over the very 
churches of Christ; that the persecutors of the Christian faith should be 
sent up as lords over Christians, and Christian folk have to serve men 
who worshipped demons. 
Lothar's ploys failed and an uneasy truce was formed at Macon in 842 
after which Louis the German192 
marched throughout Saxony and by force and terror he completely 
crushed all who still resisted him: having captured all the ringleaders 
of that dreadful example of insubordination—men who had all but 
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abandoned the Christian faith and had resisted Louis and his faithful 
men so fiercely. 
The alliances with the Stellinga and the Danes on Walcheren caused 
difficulties for Louis and his half-brother, Charles the Bald, but it was 
the alliance with pagans, or newly converted pirates that shocked and 
horrified them and their followers. It is not difficult to imagine that 
the ardst of the Genesis frontispiece would wish to comment on this 
breach of brotherly trust and attack on the Christian faith, and where 
better than in a miniature showing the fall of man and what better 
topic for a allegory than the murder of Abel? If this hypothesis is cor-
rect it would suggest a date no earlier than 842-843, so the hypothesis 
would cause no undue strain on other factors influencing dating. The 
circumstances were singularly appropriate for such a subject, so why 
was it not shown large and openly? 
Kessler's comment that it is possible that the scene is just the scribbles 
of the artist seems unlikely. The expense of putting together the volume, 
whether this was 'refurbishing' a slightly older volume and providing it 
with illustrations, or working on a new, argues against such carelessness. 
Furthermore the placing of the scene, next to Eve suckling the infant 
Cain and bearing no relation to any of the other figures on the page, 
leads me to think that it unlikely that these were try-outs for larger 
figures. Even if they were preliminary sketches, it would have been a 
simple matter to cover them with the dark blue paint that surrounds 
them. It is my opinion that the artist working in St. Martin's, Tours, 
in the realm of Charles the Bald, made the scene either on his own 
initiative, at the command or suggestion of a superior or possibly to 
express the community's outrage at Lothar's behaviour. The secrecy can 
be explained by the conditions of fragile peace that prevailed after the 
agreement at Macon where the brothers swore 'an oath of peace and 
fraternity' and agreed to a division of the lands of Louis the Pious to be 
decided later.191 A further consideration could be the intended recipient 
of the Grandval Bible. This has never been established beyond doubt, 
but Berger cites Speyr's account of the 'péripéties' of the work.'1'4 
Lothaire Ier, petit-fils de Charlemagne, entra dans le couvent de Prüm en 
Lorraine, y prit l'habit de moine et mourut l'an 856. Dans un diplôme 
accordé par ce prince à l'abbaye de Prüm, il est fait mention des images 
m
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en caractère d'or dont était orné le commencement des manucrits qu'il 
avait donnés à son gouverneur. L'an 1576, le couvent de Prüm ayant été 
dissous, et ses ressources données à l'électeur de Trêves, les Pères béné-
dictines transportèrent religieusement la bible d'Alchuin et la déposèrent 
à Grandis-Valus. 
It is possible that Lothar himself donated the Bible to Prüm. In a note 
Berger cites C. Boweri's Anhqmtates et Annales Trevirenses of 1670—'Bib-
liothecam cum imaginibus, et majoribus charactenbus in volumimm pnncipiis 
deauratis.''1^ He acknowledges that this description could possibly fit 
other Bibles, but if Speyr's account is accurate, then it is highly likely 
that the Grandval Bible is the work mentioned.1<,fi The entry of Lothar 
into the monastery of Prüm, close to Aachen, and his death there are 
well documented. Criticism of Lothar would not be very welcome in 
his own lands, and especially not in a monastery with such close ties 
with its ruler. It is not likely that either the monks of Prüm or their 
royal patron would take kindly to any visual allusions to the betrayal by 
Lothar of his brothers. We know that Lothar commissioned his Gospel 
Book from Tours in 849, apparendy to commemorate his reconciliation 
with Charles, but if Lothar wanted to donate a splendid new Bible to 
the monastery with which he had the closest ties, or even if he wanted 
it for his own use, he was more likely to go to Tours than to another 
scriptorium. Tours was the primary source of the highly prestigious 
illustrated and ornamented pandect Bibles. The likelihood of this is 
increased when we consider the position of the lay abbot of Tours for 
eight or nine years, Adalhard. He was a court official of Louis the Pious 
and the uncle and probable guardian of the wife of Charles the Bald 
and left Charles for the kingdom of Lothar. The precise date of this 
defection seems uncertain, but Nelson puts it as 842. If this is the case 
the inclusion of the clandestine scene makes even more sense. It is not 
unreasonable to assume that not only Lothar's actions, but the defection 
aroused the indignation of the monks of Tours. The presence of the 
angels at the creation of Adam emphasises those who have chosen to 
remain loyal, to abide by what was ordained and decreed, those who 
''
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have not succumbed to the desire for more than their share. There is 
the warning implicit in the judgement on Adam and Eve: the death 
sentence is banishment from the presence of God. While the omnipotent 
God's sight of them remains undiminished, they are banned from seeing 
God, from knowing him directly. They are the oudaws, doomed to a 
hard existence without a lord. In just such a way can the basic type be 
seen as a warning for all those who betray or desert their lord; desiring 
their own good they are deprived of all the good things they had. The 
Grandval places particular emphasis on disobedience and forsaking 
the ways of God, increasing the force of the warning. Disloyalty does 
not bring the benefits expected and they have given up their rights, 
privileges and positions for an illusory reward. This too could be seen 
as an affirmation of Charles's right to his lands. God would confirm 
Charles in his position, and those who abandoned him would be cast 
out to make what they could of their lives. It must be remembered 
that banning was a very common punishment for those who showed 
or were even suspected of disloyalty. Furthermore, the 840's were the 
time when Gottschalk's preaching was beginning to threaten the idea 
of free will and choice; this preoccupation must have combined with 
the politics of the day, and the idea of choice would have been in 
people's minds. The events of the last years of Louis the Pious' reign, 
and especially the insurrection of Louis the German together with the 
events of the Bruderkrieg, must have brought to the fore questions of 
loyalty and justice. The presence of the angels could be an expression 
of concern at the preaching of double predestination and to emphasise 
that man, and contemporary man, had the power to choose both his 
fate and his loyalty to his lord. 
2.3 The San Paolo Bible 
The three Bibles already considered were made within a relatively 
short period of time, a period of great unrest and uncertainty. There 
are no surviving Genesis miniatures for the following two decades until 
the San Paolo Bible was produced. It has been classed as belonging 
to the 'court school' of Charles the Bald whose works display a 'lively 
eclecticism. Its draughtsmanship is dependent on earlier Reims prod-
ucts such as the Utrecht Psalter; a large part of the iconography stems 
from Tours; and its ornament is related to the Franco-Saxon style of 
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St. Amand. Such eclecticism requires access to a large library such as 
that of Charles the Bald."97 Various centres have been suggested for the 
'court school,' such as Corbie and St. Denis, but more recent research 
rejects the 'court school' origins and favours Reims as the scriptorium. 
The dating has been dependent on the identification of Charles' wife, 
shown with a waiting woman in the ruler portrait. Kantorowitz argued 
that it was produced in 870 on the occasion of Charles second mar­
riage.19Β Ghaede was of the opinion that the queen was Hermintrude 
and the prayer for fecundity relates to her.199 As a result he dates the 
San Paolo to the period 866-869. More recendy Diebold has argued 
very persuasively that the Bible was not intended for Charles, but that 
the probable patron was Hincmar and the manuscript was intended 
as a gift to either Pope Hadrian II or Pope John VIII and thus dates 
from c. 872. Whether intended for Charles or the Pope it was prob­
ably made with both rulers in mind, considering how early it was in 
papal possession. 
The San Paolo Bible has one scene that is peculiar to it, the creation 
of Eve. (fig. 7) This follows the scene in which the rib is extracted from 
Adam, but takes place in the middle register. Even though the depiction 
of the two scenes is not unique in medieval art, it is unusual enough 
to call for some comment. The poses of the humans and the Logos in 
both creation scenes are almost identical. This is all the more apparent 
because the two right-hand scenes in the upper and middle register 'flow' 
into the middle scenes. In the other Bibles each scene is bracketed by 
trees, or by the dividing line made between paradise and earth.2 0 0 In 
the upper register Adam seems to rise out of his recumbent body in the 
first scene to receive his soul in the second. In the middle register the 
Logos seems to take Eve and, turning, present her to Adam. If we 
regard the scenes as parallel then we must also see both scenes as a 
completion, the upper as the completion of man, body and soul, the 
lower as the completion of mankind, male and female. The idea of 
completion is emphasised by Adam holding out both hands to Eve. It is 
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true that inclusion of the additional scene restricts the space available, 
leaving less room for the central incidents of the temptation and fall, 
which here are conflated with the covering of nudity, ubi es? and the 
judgement. This scene deviates from the basic type, as Eve does not 
take the fruit from the serpent. As with all the Bibles, she looks at the 
serpent and hands a fruit to Adam, but her left hand holds the leaves 
that cover her genitalia. There is a great deal of emphasis on Eve, and 
on Eve as a female. There is never any question as to which figure is 
which, as in the other Bibles. Both humans have the same facial fea-
tures, which are also those of the Logos and the expelling figure, but 
they are sexually diflèrentiated. Not only is Eve depicted with large and 
pendulous breasts, but Adam's genitalia are clearly shown. 
The obvious sexual differentiation of the San Paolo Bible is the most 
striking characteristic and has litde to do with the sexuality displayed 
in the Louvre panel. There the figures are very sexually aware, Adam 
posing and aggressive, Eve seductive. The figures in the Bible have none 
of the pagan aura of a sensual Arcadia, even when in paradise. In the 
lower register the animal nature of sexuality is emphasised. Unlike the 
basic type, the couple are naked when expelled, the expelling figure 
more threatening: they are not ushered out, but driven. The San Paolo 
makes the unpleasant consequences of the fall clearer than the basic 
type; not only are the couple thrown naked into the world, but even 
at the scene of their labours they are not given the dignity of cloth-
ing: they are still naked except for cloaks of animal skins, their sexual 
characteristics being again clearly visible. In the basic type, while the 
couple might have lost paradise, they are coping with life on earth. In 
the San Paolo they are eking out a miserable existence, scarcely better 
than animals. In this respect the contrast between the naturalness and 
completeness displayed in the first, second, fourth and fifth scene, and 
the huddled figures of the last scene is highlighted. In no scene are 
the figures sexually aggressive or seductive, but in the earlier ones they 
display confidence and naturalness. This special emphasis on sexuality 
accords with Claudius' remarks that the couple had sexual relations in 
paradise, as witnessed by the 'completing' shown in the presentation 
scene, but felt no desire. The final scene stresses the animal nature of 
sexuality outside that decreed by God. By putting so much emphasis 
on sexuality, and, in particular, the negative aspects depicted in the last 
scene, much of the attention has shifted from the relationship between 
God and man, to that between male and female. There are still the 
elements of the relationship between man and God—the harmony and 
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gendeness shown by the Logos in the early scenes contrasts with the 
anger displayed in the expulsion. Here there is no intermediary: they 
are driven out by God Himself. God's anger is direct and he drives the 
couple from him, not just withdrawing as in the basic type. 
The miniature as a whole displays the usual concern for the relations 
between a lord and his people, the harmony when they follow his laws, 
and the disharmony when they break those laws and betray the trust 
placed in them by their Lord. The clear sexuality leads to a concern for 
the ordinances of God concerning sexuality: no longer is the rebellion 
and betrayal connected to relatively amorphous sin: the 'evil knowledge' 
is clearly physical. The iconographie programme of the San Paolo Bible 
shows the Heilsgeschichte, starting with the misery of post-lapsarian 
man in the last scene of the Genesis frontispiece, but even early in the 
work there is a small hint of redemption. The initial to Genesis on 
f. lOr is an elaborate and beautiful work, mosdy in purple and gold 
with a plethora of strap and buckle pattern and acanthus leaves. Almost 
hidden in the wealth of decorative detail, a tiny cross surmounts the I, 
the first sign of hope after the depiction of man's fall on f. 8r, perhaps 
also a sign that man must leave his concern for the earthly and tangible 
and search carefully the word of God. The iconographie programme 
is very similar to that of the Vivian Bible, and indeed the David and 
Solomon pages show a likeness to the younger Charles the Bald, rather 
than the older monarch shown in the ruler portrait. 
The preoccupation with the physical side of man shown in the 
miniature is perhaps a reflection of the concerns of the 860s. It is very 
possible that Charles did order a splendid new Bible to be made to 
commemorate his marriage to Richildis. There are various factors that 
would argue for a later date than that give by Ghaede. Charles must 
have harboured imperial ambitions after the death of Lothar II and his 
own somewhat precipitous coronation in Metz in 869. On that occa-
sion, according to the Annals of Fulda, he had declared that, because 
he ruled two regna, he was to be 'called emperor and augustus,'201 and 
the ruler portrait shows Charles holding an imperial orb. The illness 
of Louis the German must also have given impetus to the idea that 
the imperial title was within his grasp. This made all the more press-
ing the matter of his heir. He had been, as many Carolingians were, 
unfortunate in this matter. By 869 four of his six sons had died, and 
AmaL· of Fulda, 869. 
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Carloman, one of the remaining two, had been tonsured, thus making 
him ineligible for the throne. The remaining son, Louis, had already 
rebelled in 862, a rebellion which had cost him the abbacy of St. Martin, 
Tours. He had also, like his sister and brother Charles, married without 
the approval and consent of his father. In these circumstances it is not 
remarkable that Louis felt a new heir was essential. In spite of conse-
cration at St. Medard in 866, Hermintrude produced no new son and 
when she died, only a month after the Metz coronation, Charles lost no 
urne in taking a new wife, one with close connections in Lotharingia. 
Richildis was not without her detractors, the chief being Hincmar of 
Reims, who during the betrothal period referred to her in the Annals 
of St. Bertin as Charles' concubine. The legitimacy of royal unions 
was a point of issue from 860. In 855 Lothar II, in spite of his long-
standing unofficial union with Waldrada, had married Theutberga, 
chiefly as measure to hold his elder brother Louis of Italy in check 
when their father died. It was soon obvious that Louis was no longer a 
threat and by 857 Lothar had rejected Theutberga. Charges of incest 
and abortion were laid at Theutberga's door and, according to Theut-
berga, she was put under great pressure by the Lotharingian bishops 
to confess. She subsequently fled to Charles, and Hincmar rejected the 
findings of Lotharingian bishops and demanded a retrial. There is no 
doubt that both Charles and Hincmar saw Lothar's attempts to gain a 
divorce as a political opening. Furthermore legitimising Lothar's union 
with Waldrada would effectively block Charles' imperial ambitions, by 
giving him, Lothar, a legitimate heir in his son, Hugh. Supported by 
Charles and Hincmar, Theutberga appealed to Pope Nicholas I, who 
deposed two of the Lotharingian bishops sent to plead Lothar's case, 
and insisted on Theutberga's reinstatement. 
The choice of the subject of Susannah and the elders for the Lothar 
crystal could be seen as the emperor's means of associating himself 
with this kingly virtue—'Lothar steadfasdy claimed to be seeking only 
justice.'202 The crystal could be Lothar's claim to justify his actions, by 
making the very obvious connection with Susanna; his reinstatement 
of Theutberga, however unwilling, could be seen as the triumph of 
justice and his own confirmation as a just ruler. Charles had played a 
large role in his nephew's marital difficulties and set himself up as the 
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champion of the true wife, blessed by marriage and God, rather than 
the concubine whose union had received no such blessing. Perhaps the 
hostility of Hincmar to his own hasty marriage to Richildis led him 
to let it be known in this work, very possibly created to commemorate 
that marriage, that God ordained marriage, as exemplified by Adam 
and Eve in paradise. If Hincmar was indeed the patron and the work 
was intended to promote Charles to the pope, he would have wanted 
to emphasise that the union was formal and had now received God's 
blessing, and that such a union was for the sole purpose of begetting 
children, in fulfilment of God's command. It cannot be doubted that 
Charles' chief interest in the marriage was to produce another heir, and 
here it can be added that an heir to the Franks was an heir to God's 
'Chosen People', working to expand and protect Christendom. That it 
should be Charles' heir rather than Lothar's is obviously political, but 
even so Hugh could be seen as the ofispring from that union of 'evil 
knowledge' depicted in the last scene of the San Paolo Bible. 
2.4 Sin in the Mnth Century 
The ideas expressed in the basic type are to be found in the specific 
manuscripts, but each one of these lends its own emphasis, modifying 
or expanding on the general themes. The concerns of the day are to 
some extent reflected in the manuscripts, both in the general sense 
and in more specific ways. Considering their origins it is not surprising 
that political issues found expression in the Genesis frontispieces. The 
Bamberg Bible lends itself to an interpretation both more eschatologi-
cal and more in keeping with the circumstances of the last years of 
Louis the Pious' reign. The Moutier-Grandval Bible lays a great deal 
of emphasis on the aspect of disobedience, the breaking of agreements 
and the freedom of choice to do so. The hidden scene must surely refer 
to the struggles between Lothar and his brothers, the betrayal of oaths, 
the crime of hatred to a brother and, most of all, turning from God to 
the heathen as the ultimate betrayal. The Vivian Bible the most 'typical,' 
shows the importance of loyalty and justice, carefully identifying Charles 
with the just ruler, while the San Paolo Bible shows a new emphasis 
on sexuality and less on free will, reflecting the marital and political 
struggles of the 860s. By that time, too, the controversy over Gottschalk 
and double predestination had died down. Thus while each miniature 
expresses fairly general ideas of loyalty and obedience to a just and 
generous lord, and the fate of those who choose to betray their Lord, 
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each one adds a small measure by emphasising an aspect or bringing 
in another theme. In this way they can reflect ideas, or at least those 
ideas that a particular political elite wished to propagate. 
It is notable that, until the latest Bible, there is virtually no hint of 
sexuality in relation to sin. The figures of Adam and Eve are androgy-
nous up to the point in the story when Eve is shown sucking a child. 
In none of the miniatures is there a visual circle enclosing Eve and 
the serpent, rather there is a link between Adam and the serpent via 
Eve. Even in the San Paolo Bible, where Eve is more closely related 
to the serpent by her inclined head, it cannot be said that she is truly 
aligned with it, nor can be seen as a source of sin. Nor is she an obvious 
metaphor for the senses, rather, as a secondary creation, she is a litde 
lower in the hierarchy than Adam. It is perhaps a fine distinction, but 
I suggest that she is more a metaphor for human and earthly concerns 
than for the senses as such. In the same way the ideal relationship 
between God and man can represent the divine level and the disturbed 
relationship the earthly level. At this point it would be precipitous to 
say there is a distinction between earthly and divine, between body 
and intellect that is symbolised by male and female. Eve is not a prime 
actor, but simply a medium. There is little apportioning of guilt; both 
are responsible, with Adam having rather more responsibility due to 
both ingestion and his role as primary creation. While there is much 
emphasis on the loyalty owed to a just lord, in general there is little 
attention paid to rebelliousness or deliberate disobedience. The greater 
emphasis lies with the intrusion of outside elements that disturb the 
harmony of the relationship between God and man, and man's inter-
est in things other than God. Within the miniatures themselves there 
is little hope of redemption or a reprieve of the death sentence, but 
within the iconographie programmes as a whole the miniatures function 
as a starting point for Heilsgeschichte. In connection with this, there 
is a notable emphasis in two of the works on the spreading of God's 
word, something that might be considered appropriate for the Franks 
as a nation, and particularly for their rulers. 
The ninth century Genesis frontispieces give a picture of generic 
rather than individual sin. Just as the Specula give the qualities and 
virtues of a king, rather than those of a man, the miniatures show the 
just lord and the disloyal vassal as symbols of generic types. Even the 
sexual emphasis in the San Paolo Bible is in the realm of legitimate 
succession. It is a political and social sin that is committed, an exter-
nal and visible act. There is no trace of internal struggle or the more 
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personal aspects of sin. The miniatures are a form of political and 
social propaganda, aimed at royal and court circles. They reflect the 
ideal relationship, as conceived by the makers, between vassal and lord. 
The responsibility for sin lies with the office and function and how it 
is fulfilled, rather than with the individual. 
3. The Attitude to Death in the Mnth Century 
Man received the death sentence as a result of the fall, but does the 
punishment fit the crime, in the sense that in the concept of death 
there is a reflection of the sin committed? 
In the theological controversy that arose from Gottschalk's doctrine of 
double predestination, judgement was obviously an important aspect. 
However, there is little to indicate that there would be a first and 
provisional judgement, immediately following physical death. On the 
contrary, the emphasis is all on the verdict of the last day. What, then, 
happened after physical death? Writing of the beginning of the twelfth 
century, Le Goff says that the Church had developed no coherent doc-
trine of what happens between physical death and the last judgement 
and this certainly seems true for the ninth century.203 By the ninth 
century the attitude towards death had undergone some very radical 
changes since late antique times. Most of these were due to Christianity 
and the cult of saints: no longer were the dead strictly separated from 
the living. This had to do, in part, with demographic factors following 
the collapse of the Roman Empire: the size of setdements fluctuated, 
some expanding to surround old burial sites, others, more numerous, 
contracting so that the dead were buried in the abandoned suburbs. 
While this physical closeness to the living may have caused people to 
become less fearful of the dead, the change in attitude had its real 
roots in belief. The Christian doctrine of eternal life and the resurrec-
tion of the body propagated the idea that the dead were not harmful, 
thereby contradicting the rites and beliefs of earlier civilisations. This 
also provided the doctrinal basis for the cults of saints and martyrs. 
The argument for these cults was that the saints were not dead, but 
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truly and eternally alive as witnesses to the faith for which they had 
physically died. Manifesting themselves in dreams and visions, they 
were also part of the world, but they had undergone a physical trans-
formation that put them beyond the reach of earthly corruption. Many 
Christians were convinced that to be buried close to the remains of a 
saint would ensure that they would partake of that saints' resurrection 
on the last day204 Relics played an essential role in worship; the Fifth 
Council of Carthage in 401 had declared that all altars must contain 
relics, a measure that was reintroduced in the Carolingian period.Mj 
Nor must the role of relics in everyday life, such as swearing oaths on 
relics, be underestimated. In troubled times relics were seen as a source 
of protection and the Carolingians 'in importing saints hoped to find a 
solution to their society's ills.'200 Einhard's account of how he acquired 
the relics of two Roman martyrs, an account that reads like a modern 
spy story, shows the length to which people would go to obtain the 
patronage and protection of saints.207 Innes and McKitterick link the 
developments in Carolingian history writing to the cult of saints and 
necrologies.208 Towns and other lay settlements, as well as churches and 
monasteries, put themselves under the protection of these 'truly living,' 
and built round their shrines. By the eighth century it was common to 
find churches with their graveyards within town walls. 
There was no single opinion as to the immediate fate of the physically 
dead. It was thought by some that the very good, saints and martyrs, 
went straight to heaven, others that they went to an earthly paradise; 
the wicked went straight to hell and the majority slept in expectation 
of the last day. The idea of the dead sleeping was probably the most 
common and orthodox vision. In 835 a synod of bishops at Thionville 
approved the Liber Officialles, a symbolic interpretation of the liturgy by 
Amalar of Metz. In it he wrote:20'' 
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' Idem corpus oblalam dual secum ad sepulchrum el vocat illam sancta ecckna viaticum monentis, 
ut ostendatur non eos debere, qui in Chnslo monuntur, deputan mortuos, sed dormientes. Unde et Paulus 
96 CHAPTER ONE 
Such as a body takes the oblation that the holy Church calls the viaticum 
of the dying to the grave, thus it is shown that there is no guilt, those 
who die in Christ are not to be thought of as dead, but sleeping. So Paul 
wrote to the Corinthians: "a woman is bound by the law as long as her 
husband lives: but if he sleeps she is free."And as the particle stays upon 
the altar until the mass ends, so do the bodies of the saints rest in their 
graves until the end of the world. 
Paschasius Radbertus wrote of 'saints long asleep in Christ.'210 Epitaphs 
often express the pious hope that the deceased is in some pleasant 
place, or with God. On the tombstone of Pope Hadrian is a verse 
purporting to be from Charlemagne and possibly written by Alcuin. 
We read that:2" 
This tomb, O dearest friend, thine earthly frame doth hold, 
While thy happy soul with the saints of God delights, 
Until the final trump within thy ears shall sound: 
"Awake! With princely Peter rise thy God to see." 
Even in this there is the overtone of sleep, and incidentally, the idea 
of the saint's presence ensuring resurrection. 
There is evidence that the idea of purification after death was known, 
if not widespread. Certainly the idea was widely discussed by Augustine 
but he not was gready interested in the fate of the soul between physi-
cal death and the last day, probably because he believed that it was 
nearby.212 His writings give no very clear idea of this. In the Enchiridion, 
chapters 67 and 68 he tells us that at the last judgement everyone must 
pass through a fire, but this was a fire of judgement, and the godly 
would be unharmed; those with quoddian sins would have them burned 
away, and the wicked would go to hell. The cleansing by purgatorial 
fire would be dreadful and the process would last a long urne. This 
was judgement day and the end of time, but he thought it possible 
that some may be purified faster than others.211 He even suggested that 
"This death came into being through the perpetration of the first sin; 
ad Corinthws: "Mulier alligata est legi quanto tempore vir eius mmt; quod si domient mr eius, liberata 
est". Remanteque in alten ipsa particula usque adfinem missae, quia usaque m finem saecuh corpera 
sanctorum quiescent in sepulchns. Cited Ducket, Carolingian portraits, pp. 11 l - l 12. 
m
 Cited Geary, Furta Sacra, thefis of relus in the central Middle Ages, p. 18. 
·*" Cited Dutton, ed., Carolingian civilization: a reader, p. 47. 
•"
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 Vide Le GoflJ La naiscence du Purgatoire, pp. 61-85. 
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and it may be that the period which follows death brings to each one 
an experience suited to the 'building' he has erected."214 
Such ideas were not widespread in the ninth century. Nevertheless, 
there are visions of the dead undergoing torture for their sins: in the 
late sixth century Gregory of Tours recounted the vision of Sunniulf, 
and in the eighth century Bede recounted that of Drychthelm. In the 
ninth century there were several of these visions, that of the monk 
Welti, made into a poem by Walafried Strabo, that of the poor woman 
of Laon in the reign of Louis the Pious, that of Bernold and that of 
Charles the Fat. It is nowhere explicit that these are not visions of what 
will happen on judgement day, but at least in some cases it is implied 
that the purgation is taking place at the time of the vision, and can be 
relieved or even ended by the actions of the living. What is remarkable 
about the later visions, and diSèrentiates them from the earlier examples, 
is that they name people they see being subjected to purification by 
ordeal. Wetti saw Charlemagne being punished for his promiscuous 
behaviour: the poor woman of Laon saw not only Charlemagne, but 
other named potentes, and her guide led her to a wall:213 
whose upper reaches stretched up to the heavens, and beyond it was 
another wall, which was entirely inscribed with golden letters. She asked 
him what this was. "It is," he said, "the terrestrial paradise into which no 
one shall enter unless [his name] is found written there." ... The woman 
read and found that the name of Bernard, once king, was inscribed in 
letters more brilliant than any other there. But the name of King Louis 
was so faint and almost obliterated that it could scarcely be seen. But she 
said: "Why is that name so obliterated?" Her guide answered: "Before 
he carried out the murder of Bernard, no name had been clearer on the 
wall. The killing of Bernard led to the obliteration of that name. Go and 
take diligent care not to hide any of this from the king. 
Bernold saw Charles the Bald in torment and Charles the Fat saw his 
father, Louis the German and many of his followers sufièring torment. 
He also saw his uncle Lothar in the valley of paradise where he also 
saw Lothar's living grandson. Lothar bade Charles to 'transfer the 
power to this child.'210 
All these visions are clearly politically motivated, the visionaries, 
except for Charles the Fat, being urged to tell their visions, sometimes 
i
" Ibid., pp. 77-78. 
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to named people such as Louis the Pious or Hincmar. Charles's vision 
took place shortly before his death and was intended to smooth the 
way for his chosen successor. The fact that the visions, or rather the 
accounts of the visions, were politically motivated does not invalidate 
them as evidence as to views of what happened after death. A purifi­
cation process after physical death was a weapon to be used. It is also 
important to note that release is promised because, although the person 
had committed a sin, he had also furthered the cause of God or that 
the report of the vision would do so. It is difficult to assess how seriously 
the people who reported these visions took the idea of purgation. It is 
tempting to think that they used it cynically and for their own politi­
cal ends. Certainly they used it, but in how far they believed that they 
and others would suffer torments of purgation after physical death is 
uncertain. It is more than tempting to think that Hincmar did not take 
the idea too seriously. In 867 he wrote to Pope Nicholas I in a letter 
about his removal of clergy ordained by Ebbo: 'I am sure the Creator 
must see the rust of evil deeply engrained upon my soul, or he would 
not expose it so often to this purgatorial fire from the seat of Apostolic 
authority.'217 Since at that time Hincmar paid litde or no attention to 
papal demands for the reinstatement of the clergy, his assertion here 
seems tinged with levity. 
In the epitaphs we see the first signs of death as a being and inimical 
to the physical life of man. In the verse on Hadrian's tomb it is called 
'Grim death': in an epitaph for Eggihard who died at Roncesvalles we 
read that 'Insatiable death met him in the shadows with a piece of 
iron, But everlasting light conveyed him to the stars.'2'fl Around 843 
Dhouda wrote her own epitaph in which eternal death and Satan are 
linked to the serpent motif:219 
Locked in the tomb of a great wound 
She ended her earthly life. 
You, O King, forgive her her sins. 
Lest that foul snake snatch away her soul, 
Pray and say these words: 
O Forgiving God, give her relief. 
2 1 7
 Cited Dutton, cd , Carolmgian civilization: a reader. 
2lfl
 Ibid., p. 48. 
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THE 9TH CENTURY: LOYALTY & LORDSHIP IN THE PRANKISH REALM 9 9 
Dhouda's epitaph expresses some of the uncertainties inherent in 
the double predestination doctrine, but no fear of physical death, or 
what would happen immediately after: her concern is for her soul and 
eschatological death. Physical death is the fate of all, and a source of 
loss and grief to the deceased family and friends: this sense of loss is 
expressed in a letter written by Einhard to Lupus of Ferrières on the 
death of his wife, Emma, in 836:220 
All my interest and all my solicitude in regard to aflkirs of my own or 
my friends have been taken away and wholly dissipated by the profound 
grief I have experienced over the death not long ago of my faithful wife, 
my most dear sister [in Christ] and companion. And it seems impossible 
that it should end, for my memory clings so tenaciously to the thought 
of such deaths that it cannot be wholly torn from it. More than this, the 
grief itself is constandy added to and the wound received is aggravated 
by the fact that my prayers have not been of any use and the hopes that I 
had placed in the merits and intercession of the martyrs have completely 
disappointed my expectations... the pain and anxiety which have come 
upon me from the death of my dear partner will abide with me forever 
until that period of time which God has willed to bestow upon me for 
this poor temporal life shall reach its due ending and be finished. 
In this letter we see only the grief of a man for the loss of his wife 
and his bewilderment that the saints he had begged to intercede for 
her physical life had failed to keep her for him, saints whose relics 
he had caused to be stolen from their tomb in Rome. His grief is for 
himself and the loss of the presence of his wife. There is no fear of 
death, either of what she may encounter beyond the grave, or of his 
own approaching end. 
3.1 The Eschatological Death in the Psalters 
Anyone searching early medieval art for the well-known skeletal figure 
that is the common personification of death nowadays would be disap-
pointed. This figure made its appearance in the fifteenth century, and its 
predecessors are not easy to recognise. Few scholars have paid attention 
to these early medieval personifications: Jordan gave a useful, although 
incomplete inventory and others have identified one or other figure as 
death, but none have gone into the relationship between concepts of 
220
 Ibid., pp. 299-301. 
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sin and death and their visual expressions.22[ My own starting point was 
the two illustrated psalters, Utrecht, Bibliotheek Rijksuniversiteit MS. 32 
and Stuttgart, Wurtembergische Landesbibliothek, Biblia Folio 23. 
These are contemporary with the three older Bibles considered above, 
and also come from northern France. The patrons and original owners 
of these works are unknown, but their profusion of illustrations and 
general high quality indicate that they were from the elite, whether 
lay or ecclesiastic. in Both made in the regnum of Charles the Bald, it 
can be assumed that the readers of the psalters came from the same 
class and circle as those of the Bibles. By comparing their illustrations 
with the Gallican text a number of visual expressions of death were 
revealed. These combined with other miniatures, notably those showing 
the serpent at the foot of the cross and the apocalyptic death, did not 
lead to a single basic type, but did give two general types that serve 
as a basis for the future developments and changes of the visual per­
sonification of death, and provide a basis from which to measure how 
those personifications altered to suit the conceptions of each period 
and place. 
The most common representation of death in the Utrecht Psalter is 
that of a giant, either a head2 2 1 or half-length.224 This is the form noted 
by Jordan; however, he makes no distinction between the passive head 
and the more active and threatening half-length, (fig. 8) The giant only 
appears from f. 51 (f. 1 was inserted, possibly to replace a dedicatory 
page that was no longer applicable, but is not a later addition to the 
psalter as a whole), so we can conclude that either the artists working 
on the first third of the illustrations had a less active view of death, or 
that the view changed to a more active one.22,5 The reasons for such 
221
 See Louis E Jordan, " T h e iconography of Death in western art to 1350" (PhD , 
Notre Dame, 1980) Jill Bradley, " Ό mors, ero mors tua' The changing concept of 
Death as expressed in the manuscript illumination of north-west Europe c 800 to 
1426" (Open Universiteit Nederland, 2000) 
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 There can be no strict division between lay and ecclesiastic in the penod Lay­
men were leading theologians, there were lay abbots and the clergy, both regular and 
secular, performed high administrative and even military functions 
2 2 1
 Ff 9r, I4v, 31v, 34v, 50r, 53v, 59r, b6r, and 79r In addiuon the same head can 
be seen on the side of a fiery furnace on f 5r 
2 2 4
 Ff Iv, Sir, 53v, 67r and 78r 
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 The problem of the hands involved in the illustrations and the penod of time 
over which the drawing took place is open to debate For a discussion of this and tables 
of the hands sec Kurt van der Horst, "The Utrecht Psalter picturing the psalms of 
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a change are not obvious, although it is possible that events may have 
sharpened the perception of the danger presented by death. In both 
forms the giant is confined in a pit, which may be assumed to be sheol 
or hell. He does not form a hell mouth, and is not an entry into hell, but 
is a denizen of that place. Psalm 114 v. 3 reads, 'The sorrows of death 
surround me: and the dangers of Hell have found me' and is illustrated 
by victims being clasped to the breast of the giant.226 This would seem 
to indicate that the fiery pit is hell and therefore the head or giant must 
be death. Nevertheless, in none of these cases does death roam abroad 
seeking victims. Indeed his victims, in most cases, are delivered to him, 
driven by angels or demons. The demons themselves do not inhabit 
hell, but either drive or drag the unrighteous there, or they prevent their 
escape, holding them in the pit by means of spears or lances.227 In some 
commentaries it is said that the demons are torturing the victims, but 
I can find no instance of this.228 The illustrations resemble depictions 
of soldiers driving prisoners before them and forcibly holding them in 
a place of captivity. The torture would seem to consist of being in the 
fiery pit of hell and the knowledge that there is no escape. 
A second creature used to represent death is the serpent. This fea­
tures in two scenes in which Christ triumphant tramples a snake and a 
lion.229 The illustration on f. 53v is of particular interest as it features a 
wealth of death themes, (fig. 9) In the upper centre of the illustration 
is the super aspidem where the victorious Christ tramples the defeated 
beasts.2™ On the lower left is a fiery pit with a gigantic head, and on 
the lower right another fiery pit with a half-length giant in it. The 
repetition of figures occurs frequently in the Utrecht illustrations, the 
manner of illustration being discursive and showing several incidents in 
one picture. A further interesting feature of this illustration is the head 
to the right of the Christ figure. This is closely resembles those of the 
David," in The Utrecht Psalter in medieval art picturing the psalms of David, cd. Kurt van der 
Horst, W. Noel, and W.C.M Wusterfeld ('tGoy, 1996). I find Van der Horst's view the 
most likely, espet ially taking into consideration the use of multiple stages in illumina-
non. Vide J.G. Alexander, Medieval illuminators and their methods oj work (London, 1992) 
C. De Hamel, A history of illuminated manuscripts (London, 1994), p. 76 
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 f. 67r Circumdederunt me dolores mortis: et pencula inferni invenerunl me. 
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 There is an exception to this on Γ4ν where an angel drives demons into a pit. 
2 2 a
 For example L.T. De Wald, The Stuttgart Psalter, Biblia folio 23 Wuertembergischer 
Landesbibhothek Stuttgart (Prinreton, 1930). 
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 Ff 36r and 53v. 
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 Verse 13: Super aspidum et basiliscum ambulabis. el concukabis leonem et draconem You 
walk upon the serpent and the basilisk' you trample on the lion and the dragon 
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giants having a big nose, coarse features and wild hair and beard. It is 
accompanied by two small demons and represents the daemonio meridiano 
of verse 6. De Wald identifies this with the plague, but it is interest­
ing to note that the noonday demon received various interpretations 
during the Middle Ages and researchers have long debated the genesis 
and function of the soul-stealing figure in medieval literature. Evagrius 
Ponticus (346-399), among others, thought that the daemonio meridiano 
was the cause of languor, boredom, sleepiness and ultimately suicide.211 
The shadow of death is shown as a prison and a cave respectively on 
f. 62v and f. 88v.'2J2 A cave shelters the archers who shoot at the psalmist 
in the illustration to psalm 22, f. 13r.213 In a metaphor similar to the 
super aspidem motif, Christ tramples a human figure on f.88r to signify his 
victory over the sting of death.2 3 4 This relates to two virtually identical 
scenes of the harrowing of hell on f. 8r, illustrating psalm 15, v. 10, 
when the psalmist pleads that his soul should not be left in Hell and 
canticle 14, the Symbolum Apostolorum, describes the events of Christ's 
passion, crucifixion and resurrection. In both a tall figure standing on 
a prostrate human form stoops to lift up two naked figures from a pit. 
(fig. 10) This is obviously a reference to the Gospel of Mcodemus in which 
Christ, during his descent into hell, after trampling death underfoot, led 
all the fathers from hell. The stories based on Nicodemus can vary in 
detail: often Eve is the last to leave hell, but most illustrations, as here, 
show the first to be brought out as Adam and Eve. 
The same figures that appear in the Utrecht Psalter are found again 
in the Stuttgart Psalter, but with a different emphasis, with serpents 
playing the most dominant role and the anthropomorphic element 
tending to the demonic.2 1 5 The Stuttgart is very different in appearance 
to its near contemporary. It uses a different script, a difierent style of 
illustration and a different layout. This difference in layout has conse­
quences for how the viewer sees the illustrations. The Utrecht's lively 
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 Barbara Newman, "Possessed by the spirit· devout women, demoniacs, and the 
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 Psalm 106, v. 10: Sedmtes in tenebns, et umbra mortis. Sitting in darkness and the 
shadow of death. The text of this verse is found on Γ. 89r and Canticle 9, v. 8: Illu­
minare hu qui in tenebns et in umbra mortis sedent. Enlighten those who sit in darkness and 
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drawings are crowded with figures and incidents. The heavier style 
of the Stuttgart receives extra emphasis because only one incident is 
shown per illustration. Although more than one illustration per psalm 
is a frequent occurrence, the incidents selected acquire a heightened 
importance due to their isolation. The serpent is shown in hell on 
f. 16v illustrating psalm 15, v. 4, where it is shown wound around the left 
arm of a winged demon.2ib (fig. 11) In this illustration Christ approaches 
a citadel and lifts up a naked man while another man and a woman 
crawl towards him. The demon sits cross-legged in the gates and looks 
on with dismay. De Wald identifies this scene as a descent into hell, 
an identification questioned by Davazac who adds the unlikely—but 
because of the psychopompic aspect, interesting^ identification of the 
demon as Aesculpius.^37 The close similarity between this illustration 
and that shown on f. 29v, which beyond doubt illustrates the incident 
'"' Mulipluate sunt inßmitales eorum posUa acceleraierunl Their weaknesses are multiplied, 
after that they hasten 
21
 'A better interpretation [than the harrowing of Hell] was suggested to me by 
Professor Schapiro According to him, the scene is not a Descent into Limbo but deals 
with Chnst performing three miracles the healing of the deaf-mute, the paralytic and 
the sick man, while the winged demon is a Roman counterpart of Hermes Escula-
pius Esculapius is both the conductor of souls to the lower world, a psychopomp and 
the tutelanan god of medicine I his identification is supported by the fart that the 
demonic figure is shown in the illustration with a pair of wings in the back of his head 
while a snake coils up along his left arm, features which can be interpreted in rela-
tion to Hermes' winged helmet and caduceus respectively The first part of Professor 
Schapiro's interpretation has already been proposed by the Christian Index of Pnnceton 
and provides the best explanation for the three different sorts of suppliants that are 
too clearly designated by means of gesture or objects or sex (the naked figure toui hing 
his mouth, the cripple's crutches and the woman) to be the accidental expression of 
the artist's whim Moreover, the illustration does not quite correspond to any of the 
known types of Descent into Hell 
As for the identification of the demon as Esculapius, in order to accept it one must 
first determine whether the representation of a pagan classical deity is an orthodox 
procedure in the psalter Other evidence in the manuscnpt indicate that the attributes 
through which classical persomficaUons can be identified retain their integrity as objec ts, 
ι e a cornucopia, a nnceaus of grape-wine, a crown of light etc , whereas in the case 
of the demon on fol 16v the wings on the head and the snake about the arm are not 
attributes pa se, but at best naturalized transmutations thereof which must be interpreted 
as denotaüve attributes Moreover, while Hermes—bscelpios holds his caduceus with his 
right arm, here the snake coils up the demon's left arm ' Β Daverzac, "The Stuttgart 
Psalter its pre-Carohngian sources and its place in Carolingian art" (Ph D, University 
of Columbia, 1971) 131-132 (footnote) In support of the idea of Aesculpms being 
shown he was considered a great enemy of Chnst Ildiko Csepregi-Vardabasso, "Death 
and ntual in healing (in antique and early Chnstian records)" (paper presented at the 
Passages from Antiquity to the Middle Ages Aging, Old Age and Death, 2005) 
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in Mcodemus, would favour the interpretation of the descent into hell. 
The identification of the demon as Aesculpius seems unlikely, not only 
for the reasons mentioned by Daverzac, but because the demon figure 
is sitting within the gates and not leading souls, indeed he appears as 
an inhabitant of hell, which reinforces the Mcodemus interpretation. 
The forcefulness with which Christ approaches the gates of hell cer-
tainly gives the impression of the victorious leader storming the enemy 
citadel. However, it cannot be denied that here there is no sign of the 
traditional leading forth of the fathers. I suggest that this is a descent 
into hell, but illustrates another part of Mcodemtis. The figures hurrying 
to meet him are most likely a reference to ch. XX illustrating Satan's 
words on seeing Christ entering hell:238 
... many that I have made blind, lame, dumb, leprous, and possessed 
he hath healed with a word: and some whom I have brought unto thee 
dead, them hath he taken away from thee. 
There can be no doubt that the miniature on f. 29v is that of Christ 
storming the gates of hell. Mcodemus tells of the great light, which the 
patriarchs and prophets in Hell saw and was the precursor to the coming 
of Christ. The various prophets rejoice and explain their connection 
with this event, ending with Seth, who, at Adam's request, relates how 
Michael told him that:239 
... when five thousand and five hundred years are accomplished: then 
shall the most beloved Son of God come upon the earth and raise up the 
body of Adam and the bodies of the dead... and shall bring our father 
Adam into paradise and unto the tree of mercy. 
Mcodemus makes a clear distinction between Hell, Death and Satan as 
personages. Satan warns Hell to get ready to receive Christ into his 
domain, but Hell is reluctant and when a mighty voice announces the 
arrival of the King of Glory, 'Hell cast Satan forth out of his dwelling.' 
In the iconographie register of Der Stuttgarter Bilderpsalter, there is only 
one entry for death: Miitherich identifies the huge dark figure on the 
lower left of the miniature on f. 29v as death. This is a figure that has 
demonic traits, big ears, staring eyes and sharp teeth, but is distinguished 
James, M.R., ed., The Apocryphal Mw Testament (Oxford, 1924). 
Ibid., p. 125. 
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from the demons by his size and lack of wings. Hell is probably the 
winged figure just inside the gates and in the act of barring them. 
Then said Hell to his wicked minister: Shut ye the hard gates of brass 
and put on them bars of iron and withstand stoutly, lest we that hold 
captivity be taken captive 
... the Lord of majesty appeared in the form of a man and lightened 
eternal darkness and brake the bonds that could not be loosened: and the 
succour of his everlasting might visited us that sat in the deep darkness 
of our transgressions and in the shadow of death of our sins. 
When Hell and Death and their wicked ministers saw that, they were 
stricken with fear... 
Then did the King of glory in his majesty trample upon death, and laid 
hold on Satan the prince and delivered him unto the power of Hell, and 
drew Adam to him unto his own brightness 
In this text Hell, Satan and Death take the form of three separate 
beings and the Stuttgart follows this by giving them separate forms. 
Like the Utrecht, death can take more than one shape and I suggest 
that the shape is dictated by the aspect that the artist or designer wished 
to emphasise, and by the context, including that of apocryphal and 
pseudographic influences. 
The serpent as the bringer of death to mankind finds its most explicit 
representation on f. 28v (psalm 22, v. 4,) (fig. 12). A Christ figure stands 
by a stream between two trees; around the base of the tree on the right 
coils a serpent. BischofF, Mütherich et alia make a clear connection 
with the fall by identifying the tree around which the serpent twines 
as a fig tree, but make no mention of death. It seems to be beyond 
doubt that the tree is the tree of knowledge of good and evil and the 
serpent refers to the temptation and fall of man. This is a very graphic 
representation of how death first came to mankind. The Christ figure 
stands between the serpent and the reader, a double bar to death, 
confining the one and protecting the other, a reminder of his defeat 
of death. Like the miniatures on f. 16v and f. 29v this is without a 
doubt an eschatological death. Those rescued from hell are physically 
still dead, but alive in the presence of God. In the case of psalm 22 
the reference to the soul makes the eschatological significance clear 
by the words animam meam convertit. The link between death and the 
fall of man is made more emphatic by the use of the combination of 
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tree and serpent again on ff ISOr240 and 121v,241 although the tree on 
f. 130r has different foliage. 
The serpent appears in other contexts and forms. The super aspidem 
motif is to be found on f. 107v, lower illustration and in similar form 
to the illustration of the same verse in the Utrecht Psalter. Another 
version of the same theme illustrates psalm 73 v. 13, f. 87r.242 Snakes 
become the aggressors, not the defeated, attacking Christ on f. 107r. 
This illustrates psalm 90 and it clearly refers to the demonio meridiano; 
Christ, protected by a nimbus, is attacked by a club-wielding demon 
and six snakes (fig. 13). Heimann links this to the Coptic texts of Death 
and his six sons.241 I assume that she refers only to the earlier fifth 
century text, as the Sluttgarl is considerably older than the other texts 
she cites in her article. De Wald sees them as the plague, attending 
death, in the form of the demon, and Miitherich at alia simply as the 
noonday devil attended by serpents. In view of the psalm text—non 
accedei ad te malum—the miniature can be seen as Christ untouched by 
all that could harm him, including death, and by implication extending 
that protection to the righteous.244 The serpent can take the form of a 
basilisk or dragon, for example on f. lOv where a marginal note—De 
Wald says these notes are in a 'somewhat later hand'—refers to those 
who incline to the works of our pagan fathers and of devils, and the 
preachers of heresy being dragged to the gates of death, while the 
•^ Circumdedmmt me dolores mortis: et pencula inferni irwenerunt me. The sorrows of death 
surround me: and the dangers of Hell have found me. 
241
 Et steht Finees et placami el cessami quassatio. And Phineas stood and prayed and 
the shaking ceased. Since psalm 105 deals with worship of the Golden Calf and the 
subsequent sickness visited on the Children of Israel, the serpent of the illustration 
must represent (deadly) sickness or plague. 
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of the Warburg and Courlauld Insitutes 29 (1966), pp. 39 -46. 
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 It is interesting to note the similarity between the Oeath/demonio meridiano, and, 
indeed the demons of the Utrecht, and depictions of vice, notably that on f.8r in the 
ninth century copy of Psychomachia. Valenciennes, Bibliothèque Municipale, Ms. 412 
(393 bis). Both in style and composition this work shows great similarity to the Stuttgart 
Psalter. The text on f. 8r reads: 
Ecce modesta grauistabat patuntia uulta 
Per médias in mota acies uanos q[ue] tumultus 
Uulneraque eftj ngidis uitaha per uia pilis 
Spectabat defixa oculos e/tj lenta manebat 
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faithful are received within the gates of life.24'' On f. 74r, psalm 79, there 
is a clear reference to the story of Jonah, where he is shown being fed 
into the mouth of a sea dragon.2 4 6 Since a second or third century text 
variously ascribed to Cyprian or Tertullian refers to this episode and 
speaks of Jonah being thrown into the 'mords hiatum,' this could be a 
possible source for this illustration.247 
Two other representations must be examined as possible death images. 
The first of these has a great similarity with the dominant death image 
in the Utrecht Psalter. To the left and right of the illustration on f. 111 r 
fires rage, each bearing in the centre a bearded head very reminiscent 
of the Utrecht giants and this illustrates psalm 96.24β The illustration on 
f. 93r features the angel who brings the plagues to Egypt from which 
none escape. This is a curious figure. The Stuttgart is not particularly 
rich in angels, but this one is clearly difièrent, not only from the six-
winged cherubs, and from the beings that accompany Christ. It is dark, 
carries a flaming torch, while breathing fire, but is has no demonic 
traits. Mutherich refers to it as 'ein bòser Engel' and points out that 
it is so referred to in the text—pferj angelos malos. She also notes that 
as it is dressed in a dalmatic and a pallium it cannot be regarded as a 
devil.249 Again, if we refer to the biblical text it would seem unlikely 
that it could be considered a devil, since the plague was sent to the 
Egyptians on God's command. Thus a dark angel of death would seem 
to be the appropriate interpretation. In this case it would seem that the 
angel is the bringer of physical death, but with this one exception, it 
cannot be said that the various figures bring physical death. There are 
several scenes in the Stuttgart in which figures, even individual figures, 
are led to furnaces, just as in the Utrecht work figures are driven or 
dragged to the pit, but there is no suggestion of an individual being 
^ Porla mortis studia parentum paganorum seu demomorum sive praedicatio hereticorum quae 
ad mortem trahit. I had to rely on De Wald's transcription as part of the notes on Γ. lOv 
is illegible. 
iv
' Verse 2. Sabum mefac Dfeujs qfuomajm intravenmt aquae usque ad animum meum. Save 
me Lord because the waters pour in up to my soul. 
2 , 7
 Carmen de Jona Vide G.D. Schmidt, The iconography of the Mouth of Hell: eighth 
century Britain to the fißeenth century (Selinsgrove, 1995). 
248
 Ignis ante ipsum p(rae)cedet et infla(m)mabit in arcuitu immicos eius. 
249
 Demons and devils in the Stuttgart are deformed and bestial creatures This 
would seem to be a good example of the early ambiguous nature of angels. See 
P. van de Eerden, "Engelen en demonen," in De Middekeuwse Ideeënwereld, ed. M. Stof-
fers (Heerlen, 1994). 
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led from his physical life In all cases it seems to be an ultimate fate 
of the evildoer 
We can distinguish several representations of death The head and 
serpent, the most frequendy used, are common to both psalters The 
head can be classed with other anthropomorphic figures such as the 
demon, the evil angel and the human It can be seen that, paradoxi-
cally, death is something living and is to be found in a place such as 
a tree's shade or a prison This place is one of darkness—umbrae mor-
tis—and closely linked to hell and sin A sojourn in this place is not 
the fate of all, in the Utrecht's illustrations the blessed and their fate is 
contrasted to that of the sinners With the exceptions of the evil angel 
and the snakes that attack Chnst in the Stuttgart, whatever type of 
representation is used, death is confined or impotent The serpent is 
always coiled round the tree, 01 round the arm of a demon in hell, the 
dragons or basilisks are either in hell or being hacked to pieces The 
giants, heads and demons are confined to hell and the human figures 
are defeated and are trampled upon by a triumphant Chnst Death 
does not seek its prey, it receives it even the sea monster is confined to 
the ocean and Jonah is fed to it The evil angel is simply fulfilling the 
commands of God The miniature on f 107 r is in a different category 
to the other illustrations Here the attack is on Chnst, not on man it 
is part of the cosmic batde between God and the devil It is a conflict 
that is played out before the redemption and is an essential part of it 
By identifying the psalmist with Chnst and his victory over the demonio 
meridiano, something both psalters depict, the Chnstian reader need not 
fear attack death and Satan have already been defeated 
There is almost a dualistic aspect to the clanty of division between the 
nghteous and the unnghteous, between the forces of God and those of 
the devil The illustration to psalm one in the Utrecht is a good example 
of this (fig 14) It is a roughly circular composition, which turns on the 
axis of two men each regarding one of the two alternatives One the left, 
under the light of the sun the beatus vir sits outside a classical rotunda 
He is seated at a scholar's desk, his head resting on his left hand and 
his nght hand tracing the words of the book before him This is clearly 
lex Domini in which he delights and which he studies God's approval is 
demonstrated by the angel that stands behind him this could be denved 
from author portraits in gospels, and thereby alluding to David's author-
ship of the psalms, but that would not correspond to the text Even if 
we take the blessed man to be David he was not the author of God's 
law I suggest that the angel can be regarded as teacher and protector, 
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his outspread arms implying both functions. Flowing from just below 
the rotunda is a stream, springing from the urn of a river god, next 
to whom stands a tree bearing abundant fruit. It is interesting to note 
that the tree has trefoil leaves and small round fruits and bears a strong 
resemblance to a fig tree. It is possible that this is a reference to the tree 
of knowledge. Since the ninth century view of the tree was not always 
straightforward, sometimes being seen as the source of both good and 
evil knowledge and even conflated with the tree of life, it is possible to 
interpret these scenes as good knowledge, that of God's laws leading 
to good and paradise-like existence. The stream and the roots of the 
tree lead the eye to the other side of the picture. Diagonally opposite 
and separated from the blessed man by the top leaves of the tree, a 
band of armed men demonstrate the fate of the unrighteous. While 
death is not mentioned in psalm 1 it is clearly intended here. Not only 
does the giant in the pit conform to the dominant death image in the 
Utrecht, but the text of the psalm speaks of the unrighteous not being 
resurrected at God's judgement and perishing. It is this perishing, the 
eschatological death, that is shown: it is not ceasing to exist, but being 
driven into hell where death awaits them. The context here makes 
it very clear that this is not a temporary fate but eternal. Death and 
hell are inextricably linked: death is the warder and gaoler who holds 
the unrighteous, driven to the pit by trident-wielding demons, in an 
inescapable embrace. Above this scene we see the man whose fate this 
is. He is placed under a portal opposite and slightly above the seat of 
the blessed man. He sits on a throne and is flanked by guards on his 
right side. In his right hand he holds an unsheathed sword before him, 
point down. On his left side, a counterpoint to the angel of the blessed 
man, is a devil holding snakes and with snakes twined around his legs 
and sprouting from his head. In this we can see a certain resemblance 
to the ruler portrait in the Lothar Gospels, where his guards crowd 
close to him, whereas the guards of Charles the Bald are set at a dis­
tance in all his ruler portraits. The similarity is increased by the way 
in which the sword is held, this mirroring the staff held by Lothar. It 
has already been suggested that the Utrecht Psalter is somewhat later 
than the date usually assigned based on the stylistic similarity to the 
Ebbo Gospels.250 However, internal evidence would indicate a date no 
2 3 0
 Jill Bradley, " Ό mors, ero mors tua'. The changing concept of Death as expressed 
in the manuscript illumination of north-west Europe c. 800 to 1426" (M.A., Open 
Universiteit Nederland, 2000), and Celia Chazelle, "Approaches to Early-Medieval Art' 
Archbishops Ebo and Hincmar of Reimsand the Utrecht Psalter," Speculum: A Journal 
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earlier than the mid 840s. There is no way of knowing whether the 
man seated on the throne of pestilence is a sly reference to Lothar, but 
since he was regarded in the circle of Charles the Bald as traitor to 
God and his brothers, it is a possibility that is worth bearing in mind. 
The usual date given for the Lothar Gospels is 849 and it is possible 
that f. Iv of the Utrecht, although a Reims manuscript, influenced the 
design for the ruler portrait in Tours. 
Death has two functions in the psalters if we discount the angel of 
death. Firstly it is the enemy, an ally of the devil and sin. In the Stutt-
gart it often has demonic traits and in all cases it is closely associated 
with hell and damnation. There can be no doubt that death and sin 
go hand in hand. The use of the serpent/tree motif in the Stuttgart 
makes clear the connection with the fall of man. Given the strong 
antagonistic and military character of the miniatures, it could be said 
that death is a general in Satan's army. God, and more specifically 
Christ, and the devil batdc for the world and for man: they fight, the 
one to accomplish God's grand plan, the other to thwart it. Angels and 
demons hurl spears at each other. Christ charges the walls of the devil's 
stronghold. This is a head-on clash between the forces of eternal life 
and eternal death. To the righteous and faithful the outcome is never 
in any doubt; Christ has already ensured victory. The individual plays 
no part in this battle other than to choose one lord or another. For a 
follower of Christ victory and life are assured: for those that turn from 
God there awaits the eternal death. This is death's second function: he 
is the gaoler who executes God's punishment upon the unrighteous, 
holding them captive and preventing them enjoying the knowledge and 
presence of God. Death is the just punishment, the sentence pronounced 
on the unrighteous by a just Lord. It is a sentence of banishment, of 
deprivation of all that is good, and all that is given by a good Lord. 
There are no executions or lack of consciousness on the part of the 
evildoers, they can feel and suffer, but they are dead to God. Death is 
thus both God's enemy and God's servant. His enemy that endeavours 
to claim mankind and to thwart God's plan, becomes his servant that 
punishes those who will not follow God laws. It is also clear that the 
two functions flow over into each other. This is pardcularly true of the 
of Medieval Studies 72 (1997). Chazelle also argues convincingly that the dating of the 
Ebbo Gospels also could be a decade or so later than previously thought. 
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Utrecht where angels and demons drive men to the arms of death. 
Death in his role as gaoler is as much a prisoner as those he holds: 
perhaps he can best be seen as a general in a defeated army that must 
now do the bidding of the victor. 
The exception to these functions is the dark angel that brought physi-
cal death to the Egyptians, but in this context the miniature on f. 93r 
must be seen as a direct reference to Israel's release from the Egyptian 
captivity—Coram patnbus eorum feat mirablium in terra Aegypti. Given the 
text of the rest of the psalm as a warning to those who lapse from the 
ways of God, the makers evidendy chose to depict in three miniatures 
the plagues of Egypt, showing God's wrath toward those who do not 
heed his word. In this sense the dark angel is a direct servant of God, 
fulfilling a different role by carrying out his orders in the fight against 
his enemies. The angel does not bind the souls of the Egyptians in hell, 
but sends them to that fate. Physical death is not the punishment meted 
out to the unrighteous by God, but a means to ensure the liberty of 
the Jewish people and the working of God's plan. Nowhere else does 
death take a life, for death is not a physical process but a state of being 
Godless for all eternity. 
In considering the psalters in context we must consider their function 
and how their owners would have used them. Both are biblical psalters 
and most likely intended for study and contemplation. They are both 
richly illustrated and it seems most likely that the illustrations served 
as a point of departure for meditation.^ The illustrations in both are 
closely tied to the text: they are not autonomous but derive a great 
deal of their meaning from the text, and add another dimension to it. 
They provide their own commentary and exegesis. This works in dif-
ferent ways in the two psalters. In the Utrecht the relationship between 
the elements illustrated gives various possibilities of interpretation to 
the text. The Stuttgart, like the marginally illustrated psalters, steers the 
emphasis of interpretation by what is illustrated, these portions of text 
acquiring extra significance by the visual exegesis.2" Obviously how a 
*
il
 It has been suggested that the illustrations served a mnemonic function. Horst, 
"The Utrecht Psalter: picturing the psalms of David." K. Corrigan, "Early medieval 
psalter illustration in Byzantium and the West," in The Utrecht Psalter in medieval art. 
picturing the psalms of Damd, cd. Kurt Van der Horst, W. Noel, and W.C.M. Wusterfeld 
('tGoy, 1996). 
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 'Le choix des termes illustrés dans les psautiers qui n' est pas basé ni sur la pré-
férence accordée récits historiques, ni sur une sélection logique visant une explication 
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text is illustrated says something of the mental cast of designer and 
user. 
Both psalters have many scenes of great violence. The 'militarism' of 
the Utrecht has been commented on frequendy, and Daverzac is uncer-
tain whether the violent scenes shown in the Stuttgart show sensitivity to 
suffering, complacency or even a taste for violence. In my opinion this 
is to project a present day view onto ninth century creations. Violence, 
war and armies were a fact of life and as such were a natural idiom 
of thought and expression for the makers and users of the psalters. 
They were not isolated from the world, but a part of it, not protected 
from the feuds and batdes but often actively participating in them. The 
immediate impression is that the Stuttgart shows more violence than 
the Utrecht, but this is a false impression due to the difièrent styles and 
layout of the psalters. In 308 illustrations the Stuttgart contains about 
85 scenes of violence or potential violence, some also including divine 
protection.253 The size of the scenes and the fact that fewer figures are 
found in them bring the violence to the foreground. There are certainly 
scenes in which God vents his wrath on Satan and the ungodly, but the 
majority of the illustrations show violence against a single figure. This 
contrasts with the Utrecht in which, from the 166 illustrations, about 
109 contain scenes of violence or potential violence. Here most of the 
violence seems to be part of a war waged between the forces of God 
and the devil: angels and demons attack each other and their followers, 
bands of the ungodly, hunt righteous men. The psalmist and Christ 
are the only individuals, and usually in dialogue with one another. This 
would appear to be a cosmic struggle, with the end never in doubt. 
The figures driven to death and hell are the captives of a battle, the 
losers who have sided with the forces of evil. It is worth noting that 
du texte illustré, semble davantage remonter au discernement des mots du texte, évo-
cateurs dans le contexte donné d' une époque, souvent conservés ensuite, mais adaptés 
à des besoins et des sentiments nouveaux: ce choix premier pourrait ainsi remonter 
à une phase primative d' illustration pure que U[trecht] transmettrait en parue, dont 
Stuttgart] et V[atican gr.1927] garderaient le souvenir, tout en témoignant de Γ évo-
ludon par la pénétration des images—commentaires, de plus en plus envahissantes 
comme le pouveraient la presque totalité des psautiers orientaux.' Suzy Dufrenne, ks 
illustrahons du psautier d'Utecht: sources et apport Carolmgian (Paris, 1972). 
253
 I include scenes of hell, the crucifixion, punishment and God's triumph over 
his enemies, but not groups of armed men where they are not immediately threat-
ening. These twentieth-first century critena apply to the selection of scenes in both 
psalters. 
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the demons themselves do not undergo this sort of fate.254 They act as 
warders for the lost human souls. The single figure as the subject of 
violence in the Stuttgart Psalter is more difficult to assess. It could be 
that this is a result of the style and layout, but it could also denote an 
interest in a more personal struggle against the forces of evil, whether 
of the Church collectively or the individual soul. If the latter is the case, 
there is litde evidence of a fight against an evil within, but of persecu-
tion of the righteous by the unrighteous. In virtually all cases, other 
than God's attacking the unrighteous, the victim of violence is either 
Christ or the psalmist, which indicate a less than total identification 
with the individual, and leads to the conclusion that the solitary figure 
of the victim is the symbol of the faithful Christian soul. 
It is clear that both psalters use the idiom of violence, and not in 
any negative sense. The struggle between good and evil is bloody and 
vicious and God can mete out violence just as Satan can. In both cases 
the struggle is not an internal one: in the Stuttgart the good man is 
persecuted by the ungodly: in the Utrecht the armies of good and evil 
fight their batdes and skirmishes; a soul joins one army or the other. In 
both psalters Christ is a warlord, leading an attack on hell, trampling his 
defeated enemies, relieving a beleaguered city, or fending off the attacks 
of death and the devil. He is also a magistrate dealing out justice and 
caring for his people. The Church or the heavenly Jerusalem is clearly 
an ideal version of the secular state, just as the cosmic battle between 
good and evil reflects the continual earthly battles. God is the ultimate 
just lord and while the Carolingian monarchs consciously modelled 
themselves on the Old Testament kings, God, or more specifically 
Christ is portrayed as the ideal Lord and ruler: he is the strong but 
merciful warlord, the keeper of peace, the protector of the weak and 
dispenser of justice described by Scottus and Smagardus. With histori-
cal hindsight it may be obvious that while the writers and scholars of 
the period thought that the earthly state should be a reflection of the 
heavenly, they in fact projected their view of the ideal state, including 
those virtues and responsibilities they honoured and respected, onto the 
divine ideal. Instead of the earthly striving to mirror the heavenly, those 
ideals characteristic of their society were projected onto the divine, and 
thereby, for them, gained absolute status. 
251
 The exception is on f. 4v where demons are driven to a pit by an angel. 
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The classical hentage is obvious in both psalters and this reinforces 
the link with the Roman past The Utrecht, in particular, strives for the 
effect of an antique document, not only with the references to mythol­
ogy and the old scripts used, but also the dress worn by the figures 
Such deliberate antique elements reinforce the authonty of the work 
and emphasise both the Roman hentage and the conscious attempt 
to transform this into a Chnstian context The late antique element is 
considerably less in the Stuttgart, but it is there and in certain cases 
heightened by explanatory inscnptions Both works date from the last 
years of the reign of Louis the Pious or, more likely, the early years of 
Charles the Bald Neither comes from the Tours scnptonum but the 
consensus of opinion is that the Utrecht was intended for a powerful 
person, either a member of the royal family or someone close to them 
Given the orthodox implications of the illustrations and the fact that 
it is a product of the Reims scnptonum, it is a distinct possibility that 
Hincmar was connected with its production 2 " This would bnng it 
close to being an 'official' expression, and, as with the Touroman Bibles, 
the element of propaganda must be born in mind The Stuttgart is 
harder to place it is almost certainly the product of the St Germain-
des-Pres scnptonum, but there is no clear indication for whom it was 
intended, or who commissioned it The number and quality of the 
illustrations point to a wealthy patron, as do the even scnpt and qual­
ity of parchment The style is far removed from the pseudo-classical 
fashionable at court and produced by the Reims scnptonum, nor, in 
contrast to the Utrecht work, is there any attempt to use archaic scnpt 
to add authonty to the work In place of the well-known nervous lines 
and fluttenng drapery of the Utrecht, the Stuttgart outlines are clear 
and bold While the figures in Utrecht, their faces indistinct, are full 
of restless movement, the solid, huge-eyed figures of the Stuttgart are 
full of deliberation These figures are not without dynamism and often 
have powerful energy, but it is an explicit and focussed energy The 
style is reminiscent of the Carolmgian Apocalypses and not without 
similanties to the Grandval Bible, while the lighter touch and lack of 
distinct features of the Utrecht have something in common with the 
Bamberg Bible 
2 , 5
 See Chazelle, "Approaches to Early-Medieval Art Archbishops Ebo and Hincmar 
of Reims and the Utrecht Psalter" Bradley, " Ό mors, ero mors tua The changing 
concept of Death as expressed in the manuscript illumination of north-west Europe 
c 800 to 1426" 
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The multiplicity of scenes in one miniature that is such a feature of 
the Utrecht, lends itself to polyinterpretability of both illustration and 
text. This indicates an intellectual and theologically schooled reader, 
by no means ruling out a lay owner or patron, but indicating a milieu, 
such as the court of Charles the Bald that took a scholarly interest in 
theological matters. The implication is that the reader is thoroughly 
conversant with the psalms and also with various forms of exegesis, 
and this knowledge would allow him to consider the various relation-
ships between the elements of the miniature, moving freely from one 
to the next in a web of ideas. In this respect the Utrecht Psalter can 
be regarded as a stimulus to discussion and meditation. The miniatures 
of the Stuttgart, on the other hand, steer the reader. By highlighting 
one or two scenes or elements the Stuttgart miniatures have a didactic 
function, instructing the reader which passages are important and how 
they must be interpreted. Perhaps this impression is increased by the 
style. Whereas the Utrecht seems to encourage exploration—within 
limits—and the use of the reader's own intellect and knowledge by its 
multiple relationships and by the restless style whereby little seems to 
be fixed, the style of the Stuttgart with its clear outlines, features and 
colours, echoes the definite and unambiguous character of the layout. 
This would suggest that, while the intended reader was expected to be 
conversant with the psalms and some degree of exegesis, he was not 
expected to be, or was discouraged from, searching for new subdeties. 
This does not mean that the Stuttgart is necessarily more conservative 
than Utrecht—it is entirely possible that a detailed comparison of the 
two would indicate that the reverse is true. Certainly, the Utrecht has 
extremely conservative elements, showing the value of authority, both 
theological and ecclesiastical, the essence of free will and a preoccupa-
tion with judgement. These are points to bear in mind when consider-
ing the differences in how the two psalters portray death. As has been 
seen, many of the images are common to both, but the emphasis is 
different. The Utrecht tends to a more anthropomorphic expression, 
using the giant and the human figure, while the Stuttgart concentrates 
on those aspects that are inhuman: the frequent use of the serpent 
and the demon makes the connection with sin a strong one. Death 
in both psalters is a punishment—deprivai of the state of blessedness 
and the presence of God. In the Utrecht the emphasis is on the fate 
of the prisoners of war: those who fought against God are condemned 
to eternal death. These are faceless legions, lost and damned, but the 
armies of the righteous are no more defined as individuals. The soldiers 
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on both sides battle out their generals' war and rejoice with the vic-
tor or suflèr the consequences of defeat The Stuttgart chooses a less 
cosmic batdefield than the Utrecht, showing the batde as taking place 
on earth, but frequendy with God's intervention and protection of his 
man It seems to be on a smaller scale, perhaps enabling the reader 
to idenüfy more readily with the nghteous man, and to that extent 
more personal than the Utrecht manuscript The armies of heaven 
and those of Satan, the scale implied by small figures and the sight of 
God and his angels above the batde, not infrequendy taking part, lend 
an almost apocalyptic atmosphere to the Utrecht This increases the 
emphasis on the eschatological character of death, a fate found at the 
end of time as the last batde is fought Perhaps it is this oppositional 
character that has dictated the anthropomorphic forms given to death 
in this manuscript It is also worth noting that there are four Carolin-
gian Apocalypses, and possibly more have been lost Like the fall of 
man, illustrated Apocalypses tend, certainly in the earher Middle Ages, 
to be found in clusters—at least as far as we can deduce from those 
remaining to us 250 This being said, there is nothing in the Utrecht to 
indicate an Antichrist or any specific apocalyptic vision Perhaps it 
would be more accurate to say that it gives an impression of a cosmic 
batde being fought on a timeless scale The discursiveness and lack of 
specificity of the images lend them a universal quality 
The oppositional character of the Utrecht conforms to the behef in 
the Prankish destiny as the new 'Chosen People', as the heirs of Rome 
and the defenders of the Church This lends a degree of simplicity to 
the batde between good and evil, Chnst and Satan There is no gra-
dation Augustine's categones of good, not quite good, not quite evil 
and evil find no echo in the Utrecht's miniatures, even those where the 
text admits the faults of the psalmist There is no question of what is 
right or wrong, but the nghteous and the unnghteous serve their lords 
and share their fate Nor is there any doubt that the makers of the 
Utrecht saw themselves as fighting on God's side while the fate of the 
unnghteous was a warning to those who might stray from God It is 
possible that the makers, and certainly if Hincmar was the patron, had 
in mind a warning to those, and there were many, who were inclined to 
256
 I discount here the Beatus manuscnpts, while I am aware that there was cul-
tural contact and even evidence of correspondence between Alcuin and Beatus, these 
manuscnpts belong to a very different tradition 
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follow the teachings of Gottschalk. By giving this timeless eschatological 
quality to the work, and with the great emphasis on choice, justice and 
the diSbring fates awaiting the servants and the enemies of God, an 
effective argument against predestination was constructed. The theme 
of justice receives a great deal of attention from the illuminators, and 
occurs no less that thirty-two times and frequently linked to themes of 
death, either in text or illustration.257 Such miniatures could serve as a 
timely reminder to any one tending to unconventional views. It is also 
a statement and reminder of the Frankish destiny and its role in God's 
plan. From the psalter illustrations it is clear that death was regarded 
as something alive, but confined: it was to be feared and avoided and 
was closely associated with punishment. At the same time we gain an 
impression of something almost impersonal, something that concerns 
the enemy, but an external enemy: the individual Christian can look 
on the fate of the unrighteous from the ranks of the godly and enjoy 
the triumph over death that he shares with all those who are on the 
side of God. 
3.2 The Apocalyptic Death and the Serpent at the Foot of the Cross 
The extreme diversity of the ways used to represent death in the two 
psalters prevents the construction of a single basic type from these 
examples. However, by considering two other sources, crucifixion images 
and the fourth horseman in the Apocalypses, we can discern two very 
general 'basic types.' The timeless aspect of the Utrecht Psalter brings 
it in some ways close to the Apocalypses made in the Carolingian era. 
The style is clearly diSerent, that of the Apocalypses being closer to that 
of the Stuttgart Psalter, but in the iconography of death it shows the 
same human aspects of anthropomorphism. It seems obvious that the 
rider of the pale horse should be shown this way, but the iconography 
of the fourth rider shows an extraordinary variety from the demonic 
figures of Liber Fbridus and Bodley 352 to the Douce Apocalypse, which 
shows Christ as the Fourth Horseman.2 5 8 The text of Revelation names 
only one rider, the rider of the pale horse—Mors. The present identifi­
cation of the horsemen as Pestilence, War, Famine and Death, was not 
2 5 7
 Ff. 5r, 8r, 1 Ir, 12% 15v, 16v, 20v, 21r, 28Γ, 28v, 32v, 37r, 38v, 49r, 49v, 51r, 51v, 
55v, 56r, 56v, 60v, 65r, 67r, 68r, 74v, 78r, 83v, and 84v (some folios have more than 
one expression of justice). 
2 5 8
 Oxford, Bodleian Library, MS. Douce 180. 
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usual amongst medieval commentators. It must be remembered that 
the death of Revelation is, in many ways, a diflèrent concept. Gregory 
the Great wrote to Ethelbert, King of the Angles, in June 601:259 
Further we also wish Your Majesty to know, as we have learned from the 
words of Almighty God in Holy Scripture, that the End of the present 
world is already near and that the unending kingdom of the Saints is 
approaching. As this same End of the world is drawing nigh, many unusual 
things will happen—climatic changes, terrors from heaven, unseasonable 
tempests, wars, famines, pestilences, earthquakes. All these things are not 
to come in our own day, but are to follow on our times. If you are aware 
of some of them happening in your land, do not be disturbed, for these 
signs of the End of the world are sent ahead so that we may have a 
concern for our souls. Awaiting the hour of death, by our good actions 
we may be found ready for the Judge Who is to come. 
This displays not only the convicdon that the end of the world is near, 
but also a particular use of the word 'death': here it seems to mean 
the end of time, in the same way the Utrecht places death at the end 
of time. The two concepts of the specific apocalyptic and the more 
general death are not entirely different and the depictions of the two 
generally show much in common. If we regard each of the two types 
of Apocalypse made in the Carolingian period and take Trier Stadts-
bibliothek 31, f. 17v and Valenciennes Bibliothèque Municipale 99, 
f. 13r, we see that there is a considerable difièrence not only in lay-out 
but in the manner in which the horseman is depicted. 
The oldest of the four works, that now in Trier, on f. 17v shows 
the Lamb with the book, the four Beasts, here clearly identified with 
the evangelists by the books they bear, John and the four horsemen.260 
(fig. 15) The illustration follows the text fairly closely, but the angel offers 
a wreath, not a crown to the first rider: this is very similar to the wreath 
above the head of Christ on f. 67r in the Utrecht Psalter and it is pos-
sible that this is an indication of the identification with Christ. However, 
like all the Carolingian Apocalypses, the Trier gives the text only and 
no commentary. All the riders are nimbed, as they are in many of the 
2Γ
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 Trans, from Gregorii I Papae Registrum Epistolorum (MGH. Epist. Sel. I), pp. 
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 P. Klein, "Les cycles de Apocalypse du haut Moyenne Age (IX ΧΙΙΓ s)," in 
L'Apocalypse de Jean: traditions exegetiques et iconographiques, éd. R. Petraglio (Geneva, 
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Beatus manuscripts, and this could express their supernatural status.261 
At least one of the Carolingian exegetes, Berengaudus, although prob-
ably writing after the Trier was made,262 identifies all four horsemen with 
Christ.263 Indeed, the thirteenth century Douce Apocalypse, mentioned 
above, uses a shortened version of Berengaudus' commentary, and 
under the miniature of the fourth horseman is written 'the rider is the 
Lord, who calls himself vita namely of the elect as well as mors (Matlh. 
10:28) of the reprobates.'264 Caesarius of Aries, Bede, Beatus, Ambrose 
Autpertus, Alcuin and Haimo of Auxerre identify the fourth rider as 
both the devil and death, and several of these writers saw the last three 
horsemen as aspects of death and the devil. Snyder is of the opinion 
that the artist of the Trier was not very competent: in conflating images 
from an exemplar that had either marginal or inter-textual illustrations 
he bungled them. Snyder complains that the horsemen are in the wrong 
order, with the pale horse coming first. He agrees that the same arrange-
ment is to be found in the Valladolid Beatus, but that 'it makes better 
sense... simply because the horses are reversed in direction implying that 
they move out from right to left.'260 This, I think, does not do justice 
to the illustrator or to the function of the illustrated Apocalypse. It is 
often said that the illustrations of Carolingian art need to be 'read,' 
and to understand them the text must be well known to the reader. 
If the reader used the illustrations as a stimulus to meditation, as the 
Wearmouth paintings were intended to be, then he would concentrate 
on each image, reading naturally from upper left to lower right.266 It is 
confusing for a modern viewer who tends to see each element as part 
of a scene as a whole, and to interpret it as an entity. However this 
does not mean that it was so regarded by the ninth century reader: in 
the later manuscripts the riders are separated by frames and shown in 
261
 For a discussion on mandorlas and supernatural light see J Maikow, " I he ico-
nography of the soul in medieval art" (University of New York, 1983) 
262
 Elements of the Council of Toucy in 8b0 are to be found in his work D Visser, 
Apocalypse as Utopian expectation (800- 1500) The apocalyptic commentary of Berengaudus of 
Ferneres and the rehtionship between exegens, hturqy and iconography (Leiden, New York, Köln, 
1996) 
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the order in which they appear in the text; this supports the idea that 
in the Trier, too, the miniature functions in this way. In keeping with 
the text, the fourth horseman carries no attributes, but is followed by 
a dark winged head, which represents Infernus. Here it must be noted 
that the head in no way resembles the head of the giant in the Utrecht. 
According to Klein the Trier gives a straightforward illustration of the 
text, with no extra-textual inference.267 Nolan, on the other hand, feels 
that the specific narrative action, in both design and execution was 
subordinated to the eternal, unchanging symbolism. This, she says, has 
the effect, and perhaps the intention, of drawing the reader's attention 
from the narrative to the universal moral meaning.268 The idea that the 
illustrations of the Trier served a meditative purpose does not necessar­
ily mean that they were consciously influenced by such commentators 
as Bede, who stresses the eternal, rather than the historical symbolism: 
the assumption that this was the function of illustration was probably 
unquestioned. The composition, too, invites meditation. It is almost a 
perfect square with the angel acting as an axis. As has been said, the 
riders move from left to right, but the Lamb, the angel and John all 
face left, the outstretched arm of the angel acting as counterbalance 
to the movement of the horses, but more than anything this move­
ment draws the attention of the reader to the first horseman, whether 
as pre-eminent in being identified with Christ or as an indication of 
where the reader must begin his contemplation, or both. 
The second of the Carolingian Apocalypse types, as represented 
by the Valenciennes manuscript, diflers from the Trier in layout and 
various significant details, (fig. 16) While the riders are not separated 
by frames, the idea of 'reading' by concentrating, one by one, on each 
of the riders and his significance, is very clear. The miniature covers 
half of each page in an opening, ffi 12v and 13r, but connected by 
the double frame giving unity to the whole. The lower frame holds 
four representadons of the Lamb, one under each rider, each Lamb 
removing one of the seals of the Book. The riders face right, as those 
in the Trier, but there are no other figures or symbols, although tituli 
have been added in the margin above the miniature. These identify 
the horsemen by their attributes, except for Mors, who is identified 
by name. His 'attribute' infernu sequebatur is not shown. Unlike the 
Klein, "Les cycles de Apocalypse du haut Moyenne Age (ΙΧ-ΧΙΙΓ s)." 
Barbara Nolan, The Gothic visionary perspective (Princeton, 1977). 
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riders in the Trier who wear togas and are barefoot, these riders are 
dressed in contemporary clothes, complete with spurs. The first rider 
wears a diadem and nocks a fletched arrow to his bow. The forward 
movement is emphasised by his horse, which prances forward, both 
forelegs raised high. The second horse is more sedate, trotting with 
opposing front and back legs raised, while the rider slows the forward 
dynamic by holding his sword at a steep angle. The momentum of 
the composidon is further retarded with the third horseman. His horse 
simply stands and the forward movement of his upraised right arm is 
abrupdy ended with the downward movement of the chain holding 
his balance. This braking sequence focuses the attention on the fourth 
horseman: his horse leaps forward, as if about to leave the page, but 
this is more than counteracted by the position of the horseman him-
self, who looks over his shoulder at those 'behind' him, a movement 
echoed by the Lambs, facing left. The backward gaze of the fourth 
horseman is possibly due to a tradition of that figure looking back at 
Infernus, as, for example, in the S. Server Beatus, but here there is no 
Infernus, and in the Trier, where he is depicted, the rider's gaze is fixed 
forward. Again the reader is invited to stop and ponder, even if the 
composition is less complex than the earlier manuscript. It is possibly 
this meditative quality that led Heitz to write:2()lJ 
Quant au climat général des représentations, les premières apocalypses 
carolingiennes nous paraissent «plus optimistes, plus sereines» que leurs 
descendants d'après l'an mille. Un reste d'équilibre antique, une sorte de 
pondération heureuse survit dans les cycles carolingiens et contraste avec 
le réalisme brutal des représentations plus tardives, notamment «romanes». 
Les apocalypses carolingiennes culminent toutes encore dans la vision 
éclatante de la Cité de Dieu. 
This optimism is to be seen in another category of death, the serpent 
at the foot of the cross. This motif is first found, so far as is known, 
around the middle of the ninth century. Possibly its first appearance is 
on f. 43v of the Drogo Sacramentary, but it rapidly became a popu-
lar motif in both miniatures and ivories.270 (fig. 17) This gives rise to 
the question of not only its significance but as to how it developed. 
It has been argued that the serpent represents not death or sin, but 
-'
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 C. Heitz, "L'iconographie de L'Apocalypse au Moyen Age: introduction" (paper 
presented at the Texte et Image, Chantilly, 1982). 
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the old law.271 Another interpretation that has been put forward is 
that of a reference to the crucified serpent. Chazelle, quite correctly, 
in my opinion, links the Drogo initial with the Easter liturgy.272 Her 
interpretation of the serpent at the foot of the cross is dependent on 
her identification of the seated figure on the right as Nicodemus and 
a reference to John 19:39-40,273 and by implication to John 3 2 7 4 and 
Christ's identification of himself with the brazen serpent of Exodus.2" 
Chazelle combines this with other readings from the Carolingian Good 
Friday liturgy concerning the defeat of death and the devil, and the 
comparison of evil men with serpents. These two readings are not 
incompatible, indeed they are complementary. If we consider Christ 
as the new Brazen Serpent, defeating the serpents of sin and death to 
give new and eternal life to the believer, this agrees with both the Bible 
text and with various miniatures. However, the serpent cannot be seen 
as the crucified serpent. It is not lifted up, but placed under the cross in 
a position of subjection. This contrasts with the very clear use of both 
the crucified serpent and crucified Christ in the tenth century marginal 
2 7 1
 Elizabeth Ann Kirby, "The molif of the serpent at the foot of the Cross 850-
1050" (Florida State University, 1981). I have been unable to find a copy of this dis­
sertation and must relay on the information given in UMI Dissertation Abstracts. 'This 
study demonstrates that the art motif of the serpent at the foot of the crucifix, which 
appeared between 850 and 1050 in the northern Frankish kingdom, has previously been 
misinterpreted, due to critics not paying sufficient attention to the artists' rendering of 
the serpent. This motif is not a symbol of sin or death, but rather represents the Old 
Law of Judaism, which was superseded by the New Law of Christianity, symbolized 
by Christ on the cross. The origins of this motif derive from liturgical drama, only 
performed in certain northern Frankish Lotharingian reformed monasteries. History 
shows the remarkable tenacity of the Franks for their own liturgy, which was more 
dramatic than the Roman ritual continually imposed. From the visual evidence of the 
motif, it seems possible that the serpent candlestick was introduced into the liturgy in 
the mid-ninth century during the ceremonies for Holy Week, and thereby provided the 
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 John 3:14-16, v. 14 et sicut Moses exaltamt serpentem in deserto ita exaltan 
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Iconography in a Group of Carolingian Ivory Plaques," Art Bulletin 48 (1966). 
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illustration in St Gall Ms 342, in which a crucified serpent heads the 
page, with the crucified Christ, immediately under it. 
The numerous examples of Carolingian works showing the serpent 
at the foot of the cross, do so unambiguously, the cross never impaling 
the serpent, nor raising it.276 In the Drogo Sacramcntary a large snake 
coils at the foot of the cross, as does a smaller one in the Prayer Book 
of Charles the Bald;277 in the Gospel Book of Francis II a serpent lies 
behind the cross,278 and in a Metz fragment of the Te igitur initial a small 
snake lies under Christ's feet, as the blood streams from them.27q The 
veneration of the cross was a growing cult in the ninth century, especially 
in connection with the Easter liturgy. The numerous crucifixion images, 
as in Hrabanus Maurus' De laudibus Sanctis crucis, are clear manifesta-
tions of this. The central role played by the cross in both liturgy and 
meditation had its consequences in the iconography of the crucifixion. 
The Carolingian crucifixions are expressions of triumph: not Christ's 
suffering, but his victory, is the point. In the majority of the miniatures 
he is upright, eyes open, inviting the viewer to partake in this defeat of 
sin and death. It is in this context that we must see the serpent. This is 
the eschatological death that was the sentence pronounced on man with 
the fall, and now defeated and nullified by Christ's victorious death. 
Just as Christ signifies eternal life for his faithful followers, the serpent 
is the death from which he has freed them. Hildburgh sees the serpent 
at the foot of the cross as a possible reference to the fall and the fight 
between good and evil, but more specifically to the wood of the cross 
springing from the fruit of the tree of knowledge.280 Certainly, the fourth 
century poem De Pascha was popular in the Carolingian period. This 
describes a tree that is cut down and then planted: it then brings forth 
a first fruit that ripens on the cross: this falls to earth and is resurrected 
in the form of a cosmologica! tree. In Carmen de laudibus Sanctis crucus 
Hrabanus Maurus combined the idea of the cross and the tree:281 
276
 It was a particularly popular motif on ivories. 
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 Munich, Residenz, Schatzkammer, f. 39r. 
27B
 Paris, B.N. Ms lat. 257. 
279
 Paris, B.N. Ms lat. 1141. 
280
 W.L. Hildburgh, "A medieval bronze pectoral cross, contributions to the study of 
the iconography of the Holy Trinity and of the Cross," Art Bulletin 14 (1932). 
2111
 PL 107, columns 153-294. So great therefore and of such quality are the fruits 
that the tree of the sacred cross brings forth, one small gift carries a man above, and 
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Quantos ergo et qualesfiuctis lignum sanctae crucis germine suo proférât... unus stip 
portami hominem suspensem, et totos mundos ad coeleste dedicatus est regnum. 
The juxtaposition of tree, serpent and Christ on f. 28v of the Stutt-
gart Psalter would strengthen this reading. The connection between 
the iconography of the fall and that of the crucifixion has not, in my 
opinion, received sufficient attention. The crucifixion was dependent 
on the fall: without that Christ's sacrifice and victory were unnecessary. 
The serpent at the foot of the cross must be viewed in this victory 
context: it is not dead, but still active, however, now it is subject to 
God, its rule confined to God's enemies.282 Important too, is the use 
of the symbolic serpent as a reminder that the fall was initiated by an 
external enemy of God, and in this way was defeated by God, God as 
a divine as well as human. The writings of Claudius of Turin against 
the adoration of the cross as liturgical and general religious practice 
seem to have been directed towards the idea that this emphasised the 
human aspect of Christ.283 All this agrees with both the cross's place 
in the Easter liturgy and the idea that the Franks were God's new 
'Chosen', those who were essential to work for God's plan and would 
share in the ultimate victory. 
The question of the origin of the motif is, in my opinion, less complex 
than is sometimes thought. It is very true that the Bible texts cited by 
Chazelle probably added another dimension, and John 3 could even 
have been starting point for it. However, if we look at another Caro-
lingian motif, we can perhaps have a clue as to why Christ's victory 
over death was presented in just this way. Both the illustrated psalters 
make use of the super aspidem motif to show Christ's defeat of sin and 
death: the lion and serpent are trampled beneath his feet, illustrating 
psalm 90. The use of a serpent to portray death, given the Genesis 1 3 
legend, is not remarkable. However the serpent at the foot of the cross 
does not appear in the psalters, and the Utrecht has four crucifixion 
scenes, with references in two others, and the Stuttgart has five. With 
the growing emphasis on the role of the cross, with Christ's victory 
associated with it, the motif changed from the symbolic trampling of 
death and sin under the feet of Christ as an armed warrior that we 
a2
 Ferber describes the serpent on the cover of the Pericopcs of Henry II as dead, 
Ferber, "Crucifixion Iconography in a Group of Carolingian Ivory Plaques." Ρ 323, 
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find in the psalters, to the equally symbohc defeat through his death on 
the cross The Carohngian Chnst on the cross is not a dead Chnst, but 
tnumphant and living, a token of eternal life The earlier crucifixions 
showed a living Chnst, but with less emphasis on Chnst as victor284 
In the Utrecht Psalter a victor's laurel wreath is held above his head, 
perhaps the first sign of this new emphasis The use of the super aspidem 
motif declined with the nse of the serpent at the foot of the cross This 
must have been regarded as a more satisfactory symbol of Chnst's vic-
tory, combining, as it did, not only Chnst's victory over death, but the 
reminders of the reasons such a victory and sacnfice were necessary, 
tying together redemption and fall ^ 
4 Sin and Death in the Ninth Century 
Death takes two pnnciple forms in the ninth century, a serpentine and 
an anthropomorphic, these can be regarded as basic types The first can 
be not only a snake, but a dragon or leviathan the latter can be divided 
into two types, the demonic and the human Each psalter contains both 
sorts, but in the Utrecht the anthropomorphic is dominant, and then 
in a more human form than in the Stuttgart The giant, obviously, 
has traces of both versions of this type he is something supernatural, 
rough and fearsome, but not truly demonic The Stuttgart manusenpt 
lays the stress on the non-human type death, the snake and the demon 
Death in the other two types of sources fits into the same catcgoncs 
The apocalyptic death is fully anthropomorphic, with no sign of the 
demonic in the Tner he is even nimbed This death is not a negative 
figure, but a sign of the last days, whether of chihastic implication or 
not, and as such a sign of the victory of God, the compleüon of his plan 
and the justification of the Franks Unlike the other versions of death, 
he does range the world, but is confined by prophecy and is a hopeful 
sign to the faithful Revelation was also part of the Easter liturgy, and 
in this sense the fourth horseman could be seen as an aspect of Chnst 
victonous or simply a sign, ushenng in the days of his final tnumph 
2 β 4
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Both basic types of death have their links with the fall, the serpent 
as the instrument and the demonic as initiator. The apocalyptic death 
is obviously a special case, but what of the human form found in the 
Utrecht manuscript? Is this death mortal man, his fate after the fall? 
If this is so, it must represent that part of man that was condemned 
to eternal death since it is found in conjunction with the harrowing of 
hell, the victory of eternal life over eternal death and the undoing of 
the consequences of the fall. Perhaps it would be more accurate to say 
the partial undoing of the consequences since man was still subject to 
physical death, but this last consideration receives no attention in the 
miniatures. All is focussed on the eternal and the fulfilment of God's 
plan. This provides a fundamental link with the fall, God's original plan 
for mankind and man's failure. There are, then, conceptual links, but 
are these expressed in the miniatures? Does the view of sin as expressed 
in the Touronian Bibles influence the way death was visualised? The 
use of the demonic and serpentine deaths provides an iconographie 
link, but is this more than circumstantial? 
It is obviously difficult to compare miniatures with such widely dif-
fering subjects, but looking at the ideas and attitudes underlying them 
can give some indication of the relationship between the concepts. At 
first glance the Utrecht Psalter seems to be very different from the other 
works discussed. The style, however influential later, bears little or no 
resemblance to that of the others, only the slightly more classical style 
of the San Paolo Bible evokes echoes of the earlier psalter. The apoca-
lypses bear a strong stylistic resemblance to the Stuttgart Psalter, as to 
a lesser extent does the Grandval Bible. Obviously much of this can 
be accounted for by the very individual style of the Reims scriptorium, 
but the diflèrence is both more and less than the sketchy, lively style 
of the Utrecht contrasted with the clarity and emphasis displayed in 
the other works. The effects of the layout and style have already been 
discussed and it is just this discursiveness and open-ended quality that 
distinguishes the Utrecht from the guided sequentially narrative char-
acter of the other manuscripts. Nevertheless in both iconography and 
underlying attitudes there are many similarities with the other works. 
The iconographie similarities are chiefly with the apocalypses, in that 
both they and the Utrecht favour an anthropomorphic death. In its 
general atmosphere of the final batde against the cohorts of Satan it 
has links not only with the apocalypses but with the serpent at the foot 
of the cross: death is defeated and made the servant of God, the fate 
and punishment of the faithless. This brings us to the fall miniatures. 
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They, too, show the consequences of faithlessness. All that is good 
comes from a caring and bounteous Lord and man forfeits that by his 
lack of loyalty. The Utrecht, just as the Bible frontispieces, points out 
the freedom of choice given to man. Man may choose which lord he 
will follow and then must take the consequences, life or death. The 
anthropomorphic aspect of death emphasises the oppositional char-
acter of the fight between good and evil, giving it an immediacy and 
relevancy for its intended readers. The Reims scriptorium suggests 
strongly the involvement of Hincmar, as do various internal factors 
such as the emphasis on free will—Hincmar was a fervent opponent 
of Gottschalk—and the concerns of orthodoxy in connection with 
the Eucharist and learning.286 This oppositional and anthropomorphic 
character suggests that there was also a propaganda aspect that prob-
ably had reference to the struggles of the late 830s and 840s, hinting 
at evil allegiance of the king's enemies, evil in human form. Like the 
Touronian Bibles, the Utrecht can be seen as a more or less 'official' 
work, reinforcing the message of loyalty to both temporal and divine 
Lord. 
Another aspect of the relationship between God and man is dem-
onstrated in the Stuttgart Psalter. The psalmist in this manuscript's 
illustrations must not be seen as an individual but as a generic metaphor, 
the symbol of all true Christians. While the Utrecht concentrates on 
the confrontation between the forces of good and evil, the Stuttgart 
shows the persecutions of the Christian at the hands of God's enemies, 
and God's intervention on behalf of his faithful servant. The message 
is one of trust in one's Lord in the face of adversity; by holding true 
to God the Christian need not fear death. Christ has conquered and 
will protect his faithful. This is a somewhat more passive picture, less 
that of an active warrior in God's army than that of a subject who 
puts his faith in his Lord and does not waver. Christ breaks down the 
gates of hell, defeats all attacks of death and the devil and lends this 
protection and invulnerability to the faithful. The forces of evil take 
on a stranger form, more identifiably hostile and of wicked intent, 
serpents and demons point to the supernatural and the unnatural. In 
this it seems less overtly political than the Utrecht manuscript or the 
Bibles. Evil in the Stuttgart does not take the form of man, although 
m
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men can serve the purposes of evil and give themselves over to it, but 
is an outside force. The serpentine form of death makes a clear link 
with the Genesis story, but the estrangement of the forms of evil from 
the human implies more. It implies a duality of power, good and evil, 
and that evil comes from without. It is not inherent in the natural order; 
it is alien and inimical to man. It is precisely this aspect that comes 
to the fore in Genesis miniatures. These show harmony between God 
and man, the bounty of God and man's potential for a high destiny. 
The harmony is disturbed by an outside factor and the weakness and 
faithlessness of man. Adam and Eve become the symbols of flawed 
man and generic sin, while the psalmist in the Stuttgart Psalter is the 
symbol of man redeemed and faithful once more to his God. 
Can it be said that the idea of what constituted sin influenced the way 
death was perceived? The frontispieces show exile, hard labour and 
banishment from the presence of God as the punishment for disloyalty. 
The Utrecht Psalter shows banishment and fear to be the fate of God's 
enemies. Both mean death. The Stuttgart Psalter and the crucifixions 
show that death cannot harm the faithful, that their Lord will protect 
them. Essential to both is the idea of loyalty, simple and unquestioning. 
Evil comes from without, not within. The righteous batdes something 
outside himself: his choice is made for God and he shuns and fights evil. 
Sin is not something individual and specific, a temptation that takes 
new forms each day, but generic, a turning from God, his bounty and 
grace. Death is also generic, the just fate of the unrighteous, those who 
reject their Lord. At this point it cannot be said, despite the links and 
similarities between the concept of sin and the concept of death, that 
the one determined, or even greatly influenced the other. The close 
connection between the two concepts makes the similarities more than 
accidental, but the most that can be said at the present is that the two, 
as expressed in the miniatures of the time, are expressions of a common 
mentality, biased perhaps through the propaganda aspects, that held 
loyalty between man and lord as a great good, that there were mutual 
duties, obligations on both sides and that justice was swift and frequendy 
violent. The emphasis in those works most closely associated with the 
circle of Charles the Bald is more political and social, demonstrating 
the propaganda aspect. As they showed sin as a political and social 
phenomenon, the death of the Utrecht Psalter is also social and political, 
banishment to death's prison. All the manuscripts are the products of a 
society that was threatened, from within and without, by treachery and 
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deceit, where the old basis of a warlord and his followers was no longer 
stable or unquestioned. The miniatures reflect not only the fears of such 
a society, but the longing for safety and harmony, and for victory. This 
was still a society where violence was an everyday occurrence, often 
considered just and good, and Christ and his Church are clothed in 
the metaphors of warfare, lordship and social relations. In spite of the 
uncertainties of the period there is no debate about what constitutes 
sin, no call for self-examination and basically no fear of eschatological 
death. There were sinners in abundance, and for them the righteous 
fate of eternal death awaited: for the loyal Christian there was nothing 
to fear. He could be confident that loyalty to his Lord would result in 
reward, since the true sin was betrayal. 

CHAPTER TWO 
MONASTIC REFORM AND MAN'S FATAL FLAW 
1. The General Context 
The world that saw the production of the second cluster of fall and 
death images was very difierent from the court circle of Charles the 
Bald in many respects. The manuscripts in which this second group are 
found are the products of monastic reform, and while the monasteries 
were deeply aflected by social and political developments, they display 
far less concern with politics and give correspondingly more attention to 
more personal morality. There is considerably less homogeneity in the 
manuscripts of this group and their context. The areas of origins are 
spread further across north-western Europe, with the majority coming 
from Anglo-Saxon England; there are several manuscripts with death 
images from the Ottoman Empire, and from the same area are the 
bronze doors of Hildesheim showing the fall. The number of French 
manuscripts is proportionally less, although half of the manuscripts 
depicting the fall are from France. Of these one has very close ties with 
English manuscripts in general, but differs enormously from the two 
Anglo-Saxon manuscripts of the fall. This is Boulogne, Bibliothèque 
Municipale 20, known as the Odbert Psalter and made at St. Berlin 
c. 999. There were close ties between Anglo-Saxon and northern French 
and Flemish monasteries, especially in relation to the reform move-
ment in England, and there were connections of the various rulers, 
particularly Queen Emma, with St. Berlin. The churches as St. Oucn in 
Rouen and Ste. Geneviève in Paris appealed for help to the English king, 
Edgar, just as Abbot Falrad of St. Vaast asked Archbishop ./Ethelgar of 
Canterbury for aid. That St. Berlin was also involved in these appeals 
for help is made clear in letters written by Abbot Odbert to ^Ethelgar 
and his successor, Sirie, not only mentioning promises of aid but inviting 
Sirie to visit St. Berlin.' Earlier the English monasteries had appealed 
1
 Preserved in BL Ms Cotton Vespasian A.xiv, Γ 159r-v, printed in M. Brett, C.N.L. 
Brooke and D. Whitelock, ed , CounciL· and synods with other documenti relating to the English 
Church. Parti 871-1066 {Oxford, 1986). 
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to their brethren across the Channel for help in supplementing their 
libraries, devastated by the Norse raids, now such monasteries as St. 
Berün invited English illuminators to work in their scriptoria, with the 
resulting spread of the so-called Winchester School style. These close 
connections increased the mutual influence and exchange of ideas. In 
addition the economic ties between these areas can be demonstrated by 
the coinage and weights system,2 and the trade in such goods as wool 
and wine at the fairs of St. Denis, Provins and Chalons-sur-Marne.3 
A fairly general background to the miniatures of the fall can be given, 
with special emphasis on conditions in Anglo-Saxon England that mir-
rors the weight given to the subject there. 
1.1 The Attitude to Violence 
In France the movement known as the Peace of God, initially centring 
on Aquitaine, was symptomatic of the way men thought. With histori-
ans' hindsight it is easy to attribute the movement to a breakdown of 
secular authority. Royal authority, as exemplified by the Carolingians, 
began to crumble even in the later ninth century, but much of the 
administration of the pagus remained. In the tenth century this too began 
to break up, and authority was fragmented in the hands of the various 
local lords. While various lords vied with each other, the poorer classes 
suffered from their wars and devastation. More importantly, from the 
political aspect, church property and lives were also threatened. Many 
churches and monasteries were extremely rich and as such, their lands 
and possessions were coveted by secular lords. It cannot be said that 
violence was new, but what was new was the break-up of the larger 
administrative units and the emergence of smaller units, frequendy held 
be a knight or castellan, that were carved out and held by violence.4 
... there were more armed and fortified men about than ever, more people 
to dominate in growing populations, more agrarian wealth for the tak-
ing. While violence and the arrogation of patrimonial power remained 
unjust, the failure of old remedies together with the accelerated diffusion 
2
 Pamela Nightingale, "The evolution of weight-standards and the creation of new 
monetary and commercial links in northern Europe from the tenth to the twelfth 
century," Economic History Review 38 New Series (1988). 
3
 Ibid., pp. 196 and 199. 
1
 T.N. Bisson, "The 'feudal revolution'," Past and Present (1994). 
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of judicial powers in lands too vast for weakened lord-kings to master 
emboldened the ambitious in self-justifying and arbitrary habits... 
With the absence of any central secular authority the Church increased 
its spiritual sanctions on those who plundered Church lands or harmed 
clerics. These could be specific in their protection, such as that of the 
council of Anse in 994, which forbad the plundering or threatening 
in any way of Cluny. However, more general sanctions developed to 
protect both Church lives and property and those of the pauperes. Excom-
munication and interdict were pronounced on those who violated the 
property of the helpless. To this extent, the Peace Movement could be 
seen as simply replacing secular with ecclesiastical authority and legal 
with spiritual sanctions, although it was not unknown for magnates to 
enforce sanctions with military strength. Nevertheless, there were other 
aspects of the movement that were probably more important, at least 
theoretically, to the late tenth and early eleventh century supporters 
of the movement. Adhemar of Chabannes makes it clear that the 
council of 994 in Limoges was called because of an epidemic of St. 
Anthony's Fire, the ignis sacer. The illness, caused by the consumption 
of mould-tainted flour, was seen as a punishment from God. Just as 
the chroniclers of the ninth century saw the floods, poor harvests and 
epidemics of their period as the consequence of turning from God's 
law, so did the people of the late tenth century ascribe the ills of their 
period to the impiety, and especially the violence, of their times. God 
brought peace and Christ's true followers would be the sons of peace, 
filii pads. It was essential not only should physical peace prevail, but 
there must be peace with God and his laws. Man must turn again to 
God and the spiritual authority of the Church. These two aspects were 
seen in the respective roles of the bishops and the regular clergy. The 
bishops took the initiative in calling the assemblies of clergy and laity 
of all ranks, and pronounced the sanctions, the excommunications and 
interdicts, what might be considered the muscle of the movement, but it 
was the monks who provided the popular and spiritual element. Monks 
brought out the relics of saints, led the call for intercession, and gave 
the grounds for miracles. It may be clear now that Adhemar forged 
documents to press his claims for St. Martial, but the cessation of the 
ignu sacer in Limoges was put down to the saint's intervention/ 
3
 Adhemar of Chabannes, quoted French Ministry of Culture website: http://www. 
culture.gouv.fr/culture/limogcs/prescnt.htm. 
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Le dixième abbe, Geoffroy, gouverna pendant sept ans, il mourut le 5 des 
ides d'octobre (11 octobre 998) Sous son abbatial, des plaies brûlantes 
couvrirent le corps des Aquitains, et plus de quarante mille hommes 
moururent de cette epidemie Pour cette raison, l'abbc Geoffroy et les 
evêques d'Aquitaine assembles a Limoges élevèrent le corps de l'apôtre et 
le transportèrent au Mont-Jovis, de la ils le rapportèrent a son tombeau 
la vieille des nones de décembre (4 décembre) et la peste de feu cessa 
In return for relief from the sickness the duke of Aquitaine and his 
principes swore to uphold peace and justice They clearly saw the ills 
that beset the time as God's punishment for abandoning his ways and 
were prepared to show their repentance and make amends God was 
a God of love, of justice, of righteousness and peace, but he was swift 
to chastise those of his people who erred If royal authonty was so 
ineffectual as to be non-existent, God, the supreme Lord, still saw that 
his will would be obeyed and those who defied or ignored him would 
feel his displeasure It was a very explicit linking of peace and justice 
with God, and violence with flouting that will 
The swearing of oaths is significant The oaths were sworn to God 
with those present as witness Oaths, however, could be ambiguous, 
especially with the nse of the knights as a separate class from the pau-
peres 'The pervasive word in our texts is fides (faith), nolfidehlas infideL· 
included heretics as well as violators of oaths '6 The link between oath 
and loyalty was also the link between loyalty to a lord and loyalty to 
God However loyalties were not always clear-cut, which could be 
convenient for those who rebelled For a knight or even a castellan 
the question of loyalty was sometimes that of choosing between one's 
own immediate lord or the king or other overlord As well as expedi-
ency, the fact that one had sworn a direct oath to one's lord may have 
influenced choices Violence, the seizing of another's goods, land or 
persons, and rebellion was wrong, but the questions of nght and wrong 
and to whom rightful loyalty was owed were often muddied The oath 
was a potent instrument, but there were always those to whom even a 
solemn oath to God meant htde, but were prepared to exact obedience 
to an oath sworn by their own men Nevertheless the oathbreaker could 
face fearful punishment, as the rebels of 991 discovered, not only loss 
of life could result, but the loss of a place in heaven Oathbreakers 
were infideL·, unfaithful to both their lord and to God, and as the rebels 
6
 Ibid 
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against the latter, subject to excommunication and interdict. The oath 
in many ways crystallized the dual nature of the Peace movement. It 
was a means of enforcing protection for the clergy and pauperes, but it 
was also a reaffirmation of man's commitment to the laws of God and 
his acknowledgement that he was God's fideks. 
The Peace of God movement was symptomatic of the erosion of 
royal authority, but justice was still seen not only as a royal virtue but a 
royal responsibility. Advice was still offered to kings such as the Collectio 
canorum of Abbo of Fleury addressed to Hugh Capet and Robert the 
Pious. Among his definitions of a just king Abbo included the defence 
of the weak and the Church, and also the impartial implementation 
of justice, the appointment of just and wise administrators and coun-
cillors and the defence of the realm against its enemies. Abbo's views 
arc of particular interest as he spans both French and Anglo-Saxon 
affairs, being at Ramsey between 985 and 987. Archbishop Oswald of 
York, who had himself studied at Fleury, asked that house for a good 
teacher for the new foundation of Ramsey; Abbo was sent. His relations 
with Oswald and Dunstan were cordial, and he was well received by 
Ealdorman jüthelwine, but King iüthelred was less enthusiastic.7 His 
works written for the English and his teaching were influential and 
perhaps particularly pertinent in this period of uncertainty. Abbo was 
'one of the most learned and ardent monastic reformers'; the support 
and recommendation of Oswald and Dunstan and their high regard 
for him must have helped the dissemination of his ideas of protection 
for the poor and the Church.8 Abbo's own struggles with the bishop 
of Orleans had their counterpart in the struggles between the regular 
clergy and the canons in the Anglo-Saxon foundations: grants of land 
to monasteries were frequently disputed by the secular churches, and 
certainly by the noble laity, who found themselves deprived of valuable 
holdings. The rivalries for royal power, and in particular the tenuous 
position of ^Ethelred, must have clouded loyalties here too. While 
never going so far as to agree to the dethronement of yEthelrcd, the 
Church was dissatisfied with his rulership. 'In fact given a situation in 
which ^thelred, like many kings, had his shortcomings, Wulfstan and 
7
 P. Wormald, "Aethelwold dnd his continental couterparts: contacts, comparison, 
contrast," in Bishop Aethelwold: his career and influence, ed. Β. Yorke (Woodbridge and 
Wolfeboro, 1988). 
8
 M.K. Lawson, "Archbishop Wulfstan and the homilctic elements in the laws of 
Aethelred and Cnut," The English Historical Remew 107 (1992) 
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his colleagues reacted in a similar way to their episcopal contempo-
raries in France.'9 The meeting of the witan was used for a council of 
bishops and, in a similar way to the councils in France, crowds were 
exhorted to believe and lead virtuous lives. The bishops 'advised' on 
both ecclesiastical and secular matters, and this advice was enacted as 
the decrees of the mtan, issued in the king's name and sworn to by the 
nobles. Nor were such meetings without the afibctive component. The 
council at Enham c. 1008 was held at Pentecost and Lawson sees a 
link with the introduction of the Agnus Dei penny and the alteration in 
the mass whereby misere nobis became dona nobu pacem.w Such measures, 
along with the sermons and exhortations at such meetings, imply the 
importance, not just of the worldly aspects of protection of property, 
lives and good government, but also the theological bond between these 
and being a true follower of God. 
1.2 Spirìtuality and Monastic Reform 
The reaction to violence can also be connected with the monastic reform 
movement, and especially that of Cluny and its associates, which can 
be regarded as the most influential not only in France, but in England, 
Spain and Italy as well. New emphasis was placed on the Benedictine 
virtues, with patientia becoming the chief of these. Gregory the Great 
had regarded humilitas as the fount of virtue, but by the time Odo 
of Cluny was writing, patientia was seen as essential to achieve virtue 
and obedience. Patientia was defined as bearing injustice and afflictions 
without complaint. In his Collatwnum libn tres Odo counsels the victims 
of violence and injustice to bear these as Job and Abel bore their 
afflictions. There were many and diverse ills of the times and different 
remedies were needed." The poor and humble paid for their sins in 
this world, tasting the pocula amara,12 but, by bearing all humbly and 
in patience, they would have their place in the next world. Neverthe-
less, the vocabulary of violence was also the vocabulary of monastic 
reform. God and his people waged war on the devil, and monks were 
'' Ibid., 573. 
10
 Ibid., 576. 
" Affichonum vero species tam diversae sunt, quam diverws culparum modos Me medicus 
nobis inesse videt. Odo of Cluny, Collatium liber tres: liber primus, PL. vol. 133 
e. 0523B. 
IJ
 Ibid., c. 0523A. 
MONASTIC REFORM AND MAN'S FATAL FLAW 137 
in the forefront of the fight. This was a spiritual battle fought with the 
weapons of prayer and ritual. The liturgy of the Cluniac houses was 
expanded: the Rule stipulated 40 psalms should be sung each day but 
these gradually increased to 170 per day. One of the chief functions 
of the expanded liturgy was intercession for both the living and the 
dead. Prayers were offered not only for the dead of the community and 
other faithful, but for the living community itself and for rulers and 
benefactors. The Office for the Dead became part of the daily liturgical 
routine and it is perhaps little wonder that many, including several of 
the Anglo-Saxon rulers, favoured a regular clergy that gave such devo-
tion to the care of the souls of the dead. Indeed, by the early eleventh 
century the celebration of All Souls was introduced. This wide-ranging 
concern for the spiritual welfare of the dead, this increasing intercession 
indicates a consciousness of sin as inherent in man. 
The Peace Movement saw the ills of the world as a manifestation 
of the sinfulness of mankind, and in particular the powerful laity, but 
the monastic houses were also concerned with introspection. The two 
cornerstones of the Benedicdne Rule, prayer and work, came to stand 
in a new relationship to one another. The expansion of the liturgy 
left less and less urne for work, and that work became more and more 
refined and increasingly in the service of ritual and the liturgy. While 
turning from the world in one sense, they took worldly things with 
them in another. Abbots were frequently skilled at acquiring land and 
privileges for their houses, and were not slow to accept cosdy gifts for 
their churches. Many of these gifts were dedicated to the ritual aspects 
of the community; robes, crosses and liturgical vessels figure often in the 
records of such donations. Nor were the monks themselves remiss in 
the creadon of art and artefacts for the glory of God as expressed in 
the ritual of the liturgy. The Rule itself gave an impetus to this saying 
that 'Craftsmen present in the monastery should practise their crafts 
with humility, as permitted by the abbot. " J The Canons of Edgar, drawn 
up by Archbishop Wulfstan, again encourage even the secular clergy 
to work at crafts.14 By the end of the tenth century, 'work' for monks, 
especially in reformed houses, had litde to do with gathering the harvest. 
11
 A.C. Meisel and M L del Maestro, ed., The Ruk of St Benedut, ch. 5. 
14
 And we hzred thai preosta gehunlc toeacan lare leormnge handcrtcß georne' And we decree 
that priests besides scholarship will eagerly learn a handicraft Cambridge Corpus 
Christi College, Ms 201, R. Fowler, ed , Wulfstan's Canons of Edgar (London, New 
York, Toronto, 1972). 
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Monks were encouraged to work in scriptoria, to paint, to work as 
goldsmiths, to design and possibly make embroidery, all chiefly to add 
to the setting of the liturgy. Bernward of Hildesheim was described as 
excelling in painting, metalwork and the art of building; Odbert of St. 
Berlin was not only responsible for building the reputation of his scrip-
torium, but was renowned as a painter himself. Of the Anglo-Saxons, 
Dunstan acquired fame for his painting, metalwork and embroidery 
designs, while ^ithelwold was the founder of the so-called Winchester 
School of painting. To present day ideas such magnificence and display 
of precious metals and jewels may smack of the worldly and to be at 
odds with the expressed desire to leave the world behind and seek God 
in all humility and poverty, but, theoretically at least, such display was 
for the glory of God, not the monk or his house. 
In spite of the avowed spirituality of the regular clergy, they, or rather 
their leaders did not hold aloof from the world. They were frequently 
advisors to rulers and in the troubled times often de facto took control 
of situations when royal control and administration failed, as with the 
Peace Movement and the councils in England. In this they showed the 
militant side of their spirituality; whatever benefits of a worldly nature 
might accrue, it was still their given task to strive against the devil and 
bring men back to God. Man must be made conscious of his sin and 
deviation from God's ways and one way was to continually remind man 
of the fate that awaited him. There seems to have been little fear of 
the millennium, whenever that was calculated to be, but even so people 
were very conscious of living in a period that was part of God's plan 
for the world, a plan that they felt would reach fruition in the near 
future. There was a new emphasis on Heilsgeschichte and the duty to 
follow God. Man had abandoned God with the fall, but still, through 
God's love and the suffering of Christ, had the chance for redemption. 
In Anglo-Saxon England a preface to this history was common; the fall 
of Lucifer and his followers found its way not only into what could be 
described as theological or liturgical works, but was even mentioned in 
certain grants and charters. Man's creation was the result of this fall, 
and by turning from God again contemporary man not only sealed 
his own fate, he was an enemy of God and increased Christ's suffer-
ing. In this war on the devil and his works, the Christian, and above 
all the monk was a miks Christi. The regular orders attracted not only 
support from the knightly classes, but often knights themselves became 
monks, exchanging physical warfare for spiritual batde. The language 
of Guthlac B, found in the Exeter Book, shows this very clearly. Not 
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only does Guthlac defeat by his spiritual strength those sent to try and 
tempt him, but death is referred to as the 'Warrior. " , This 'Warrior' 
has invaded the race of men in a world that is ruled by the devil.'fi 
This is clearly seen in the New Minster Charter. Having established 
the fall of Lucifer and the coming of evil into the world it describes 
the monastic fight for the soul:17 
Abbas autem arrms succintus spiritalibus monachorum cuneo hinc inde ualktus carisma-
tum celesdum wre perfusus aenas demonum expugnans uersutias, regem omnemque sui 
regminis clerum Chnsto cuius mrtute dimicanl iuuante. a rabida hostmm persecutione 
inuiabilium sollerter spiritus gladio defendens fida sculo subtili protégeas tutamine 
rubusto prehans tnumpho miles enpiat inperterntus. 
1.2.1 Dramatic and Affective Effects 
The emphasis on the liturgy, and on the emotional and dramatic 
aspects of it in regular life led to a number of workings of Bible sto-
ries, didactic, hagiographical and doctrinal writings in more gripping 
and immediate form. The poems of Junius 11 fall into this category, 
but they are certainly not alone, the corpus of Old English literature 
is filled with such examples. Many Anglo-Saxon writers used the most 
dramatic means possible to bring home to their readers or listeners 
the actuality of Christian teaching. Perhaps the most famous of these 
is the Dream of the Rood. There can scarcely be a more dramatic way 
of bringing home Christ's suSèring to the reader than to let the cross, 
symbol of shame and salvation both, speak. Not only the emotion of 
the dreamer on beholding the cross, his consciousness that he 'synnum 
15
 Wiga 
lb
 Dead m geprong 
fira cynne, feond nxade 
geond middangeard 
Death forced in among mankind, the fiend ruled on earth. (863-865) 
17
 Moreover the abbot, girded with spiritual weapons, reinforced all about by 
battalions of monks, drenched in the dew of heavenly grace, fighting the airy wiles 
of the devils, and with Christ's assistance, with whose virtue they fight, this soldier, 
thoroughly unafraid, defending expertly with the sword of the spirit, from the rabid 
persecution of invisible enemies, protecting with the fine shield of faith as a means of 
defence, engaging in battle with robust triumph, snatches away the king and all the 
clergy of the kingdom. Cited Richard Gameson, The role of art in the late Anglo-Saxon 
Church (Oxford, 1995). 
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fah, forwunded mid wommum',1* but even more startlingly those of the 
Cross itself are the subject.19 
Bifide ic pa me se beorn ymbclypte Ne dorste k hwœd bugan lo eaodan 
Feallan tofildan sceatum, ac ic sceolde faste standan 
Rod was ic ar<ejed Ahof ic ncne tyning 
Heofona hlaford hyldan me ne dorste 
durdrìfan hi me mid deorcan naglum on me syndon pa dolg gesiene 
opene mwidhlemmas Ne dorste ic hira rue nigum sceddan 
Bysmeredon hie une butu tetg/edere. Eall ic was mid bbde bestemed 
begotten of ptes guman sidan siddan he htefde his gast onsended 
By making the cross speak, giving the scene of the crucifixion as if 
seen through the living wood, the full drama of the situation is given 
in the first person. Through the close identification of cross and Christ 
the reader feels as if he shares the passion. Through the dreamer's 
initial acknowledgement of his sin, and his hopes of redemption and 
eternal life through the cross and Christ, the reader is drawn into the 
immediacy of the scenes described, and can identify with the dreamer. 
Two points are worthy of note. There is no connection made between 
the cross and the tree of knowledge of good and evil: the Rood states 
clearly it was simply a tree at the edge of a forest. The other point is 
that the Rood must hold firm, whatever ills befell it, whatever it suf-
fered, it was necessary for man's redemption that it was resolute and 
unwavering. 
The identification of the reader with the material through dramatic 
means, seems to have been both a didactic strategy and a stimulus to 
contemplation. The Dream of the Rood seems particularly fitted for con-
templadon, but other texts have an almost threatening nature. Body and 
Soul, found in both the Vercelli and Exeter Books, shows two alterna-
tives, the soul of the man whose body ruled in life and succumbed to 
earthly temptation and soul of the man whose body remained pure, 
IB
 'With sins stained, wounded sorely with blemishes' (trans. Alexander M. Bruce 
1999). 
'
s
 Ibid. 'I trembled when the Warrior embraced me; nor did I dare, however, to 
bow down to the earth, to fall to the surfaces of the earth. But I had to stand firm. As 
a rood I was erected; raised the powerful King, the Lord of heavens; I dared not bow 
myself down. They drove through me the iron-coloured and sinister nails: on me the 
wounds are visible, the open malicious wounds; neither dared I to injure any of them. 
They mocked us two both together. I was completely stained with blood, covered from 
the man's side after he had released his spirit. 
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guided by the soul. The first soul, addressing the body it must visit 
after death complains: 
Lyt pu geptes 
To won ptnre sawle nâ sippan wurde 
Sippan heo of lichoman laded wtere/20 
Even the woes undergone by body and soul separately will pale to 
nothing when they are reunited on Judgement Day. 
Donne repe bid 
Dryhten at dome Ac hwœt do wit une 
Panne he une geedbyrded opre sipe? 
Sculon wit ponne œrsomne sippan brucan 
Swylcra yrmpa, swa ht une <ετ senfe^ 
Nor does the poet spare the reader the horrors, both physical and 
mental, that await the individual whose earthly nature dominates. All 
of this contrasts with the loving words of the soul to comfort the body 
that was guided by God's precepts and kept itself pure: 
Fœstel du on foldan and gejyldest me 
Godes lichoman gastes drynces 
Ware du on wtedle sealdest me wilna geniht 
Bygdest au pefor haledum ond ahofe me on ecne dream 
Wolde ic pe donne secgan Pat du ne sorgode, 
Fordan wyt ponne atsomne sypan brucan 
Ond une on heofonum heahpungene beon n 
ia
 Little you thought 
about what the state of your soul would become 
after it had been freed from the flesh 
Original and translation from J Β Anderson, Two literary nddles in the Exeter Book nddle 
one and the Easter nddle a cntical edition (London, 1986) 
21
 Ibid , verses 92 96 For the Lord will be ruthless 
at passing sentence But what should we do for ourselves 
when he has begotten us once again' 
We shall then bear together just such gnefs 
as you already ordained for us 
2 2
 You fasted on earth, and you filled me with God's body, the dnnk of the soul You 
lived in poverty, and gave me joy I desired You bowed before wamors, and raised me 
to eternal joy Then I want to tell you not to be sorrowful, for we shall be reunited 
at God's judgement Then we two will be able to enjoy together high rank Text from 
the Vercelli Book, Complete Corpus of Anglo-Saxon Poetry (My translation) 
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Here we see linked the need foi steadfastness, evident in the Dream of 
the Rood, with bodily purity and the rejection of wealth and worldly 
honours. Anderson is of the opinion that the Exeter Book can be linked 
to Dunstan or at least his circle.23 While such a claim can only be 
speculation, the general tone is such that it fits extremely well with the 
Benedictine reform movement. The emphasis on choosing poverty above 
worldly goods, on humility (theoretically an essential of the regular 
clergy, however powerful or even arrogant individuals may have been), 
points to a monastic circle in which austerity was the ideal, while the 
praise of the beauty of the cross, the general enjoyment of language 
indicate the importance of intellectual and artistic endeavour. 
While Anglo-Saxon sources arc particularly rich in such dramatic 
retellings, this love of drama was not confined to England. The plays 
of Hrotswitha show the same characteristics of giving hagiography a 
new immediacy. As in the Anglo-Saxon works much emphasis is laid 
on the resolution of her martyrs, and perhaps even more on virginity, 
but another element finds its way into the plays. While Cynewulf's 
Juliana steadfastly refuses to give up her virginity, despite torture and 
faces death with equanimity, Hrotswitha's virgins long for death. Irena 
welcome's her death whereby she 'shall receive the martyr's palm, and 
[be] adorned with the crown of virginity.' Her elder sister, Agape, says 
that they 'are weary of this world, and we implore Thee to break the 
bonds that chain our souls, and to let our bodies be consumed that we 
may rejoice with Thee in heaven.' They almost seem to court death 
and torture: and not just her young female virgins, in Gallicanus the 
deacons Paul and John 'ardendy desire to die that we may the more 
quickly taste the joys of eternity.' Hrotswitha's martyrs are not only 
defiant, but often downright provocative, Agape telling Diocletian that 
he endangers himself and the land he rules, and when threatened 
with the rack, Irena, declares 'This is what we desire. We ask nothing 
better to suffer the most cruel tortures for the love of Christ.' Whether 
Hrotswitha's plays were actually staged, read aloud with various people 
taking the parts, or simply read, is unknown, but the didactic content is 
given a dramatic setting that both increases the interest and heightens 
the immediacy. 
" Anderson, Two literary nddles in the Exeter Book: nddL· one and the Easter nddle. a criti-
cal edition 
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Wailes has pointed out that there is a political element to Hrotswitha's 
work,24 and while this is undoubtedly true, that element is an emphasis 
on the Ottoman imperial rule as a just and Christian rule. While there 
is a great emphasis on bodily purity, this is secondary to spiritual purity. 
While God protects his virgins, they make clear that rape and other 
violations do not affect their own essential chastity. To lose spiritual 
virginity they must consent and that they never do. This aspect of 
consent comes to the fore in Juliana, where Juliana's trials and martyr-
dom form a frame for her unmasking of a devil and his account of the 
wickedness he has wrought in the world. Interestingly, the devil appears 
to Juliana in the guise of an angel, but she mistrusts his message that 
God would spare her torture and bids her accede to the wishes of her 
betrothed and father. Juliana does not consent to accept the 'advice' 
given, remaining firm in her belief, and under pressure the devil con-
fesses that he was responsible for the fall of man, the crucifixion and 
countless martyrdoms. He also describes the means by which he tempts 
the Christian. 
Thus in vaned forms do I pervert the mind of the righteous man When 
I find him establish heart upon the will of God, then am 1 at once ready 
so that against him I bring manifold vices of the mind, cruel thoughts and 
secret errors Through a multitude of snares I make sweet unto him the 
pleasures of sin, wicked desires of the heart, so that quickly given over 
unto unrighteousness, he harkeneth unto my teachings. And I grievously 
inflame him with sin, so that, burning, he ceaseth from prayer and walketh 
insolently, nor may he steadfastly remain longer in the place of prayer, for 
the love of his sin. So I bring hateful error unto the man whom I begrudge 
life and a clear belief And he doth wilfully hearken to my teachings, and 
commit sin, and afterward, bereft of virtue, he shppeth away 
This demonstrates the dangers of 'hidden' sins, of the insidiousness 
of covert thoughts and desires, and how such eat away at belief and 
commitment to God. The devil may inflame, but the Christian must 
consent to listen. The truly resolute Christian has nothing to fear. 
The devil's confession makes clear that he aims at the soul, not the 
body—'I care more eagerly for the destruction of the spirit than of 
the flesh, which in a grave, hidden in the earth, shall become in the 
world a pleasure to the worm.' Waites righüy points out that there is 
often more at stake than bodily purity, and that many of Hrotsitha's 
'
4
 Stephen L Wailes, "Beyond virginity flesh and spint in the plays of Hrotsvit o( 
Gandeshcim," Speculum 76 (2001) 
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heroines are not intacta, indeed, Thias and Maria are prostitutes.2:> 
That other sins of the mind play a part seems highly likely, but in my 
opinion the message of Tfais and Maria is not that they have failed to 
understand or to have been taught Christian ideas of love and forgive-
ness, but that repentance is all important. The extreme penitence of 
both women ensures their forgiveness. Their profession as prostitute is 
such an enormous sin that the drama and wonder is that they can be 
forgiven. Bodily impurity stands as a symbol for sin. One group are the 
steadfast who do not sin, the other the sinners who repent. It is nodce-
able that the issue of bodily purity and Christian belief is played out 
in the area of the female: male martyrs, such as the deacons John and 
Paul, are not threatened in this way. Male characters who convert to 
Christianity, such as Gallicanus and Callimachus, subsequently forswear 
their sexuality, but never follow the extreme forms of penance that the 
women sinners do. It is also worth noting that shortly after Hrotswitha 
was writing, Bernward of Hildesheim fulminated against the worldliness 
and sinfulness of the nuns of Gandesheim, and especially the abbess 
Sophia, the emperor's sister. 
The Anglo-Saxon texts and the works of Hrotswitha display a love 
of drama and a great deal of emodonal content. The drama is used in 
the service of a form of internalisation, in two respects, firsdy the need 
for steadfastness in belief, spiritual integrity and repentance. The second 
form of internalisation is that of identification. The dramatic telling 
makes an emotional appeal to the reader or listener, allowing him or 
her to identify with the characters and the situation. The consequences 
of succumbing or remaining resolute are also made clear, so that the 
reader can share a litüe in the glory of the cross, the triumph of the 
martyrs, the joy of the faithful soul or the hope of the penitent. 
1.2.2 Attitudes to Sexuality 
Since the text-producing population, for the most part, was in some way 
connected with the Church and more particularly the regular orders, 
most of the attitudes to sexuality represent that part of the population 
and can, therefore, give a distorted view. However, given the influence 
of the clergy, regular and secular the distortion is not as great as it could 
be. To a certain extent this is also compensated for by the extensive 
research done on Anglo-Saxon literature, whereby the clerical influence 
25
 Ibid. 
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in decrees and acts has been shown to be highly likely.26 We are in a 
less happy position with the two French manuscripts of the late tenth 
and early eleventh centuries, since we can only place them against a 
general background of monastic reform. The Anglo-Saxon monastic 
attitude to sexuality has long been a topic of discussion, and research 
has determined that it was chiefly characterized by avoidance, as far 
as possible, of sexual topics. As a general indication of attitudes the 
various penitentials cannot be regarded as wholly reliable. While it can 
be claimed that they must have had some relation to the actual situa-
tion, it is difficult to avoid the idea that the writers of some penitentials 
at least, must have had a vivid imagination and a prurient interest in 
sex. The priests using the penitentials were warned not to ask leading 
questions lest the penitent be brought to ideas that he or she would 
not otherwise have had, or would dwell on perversion. It is also not 
easy to fully disentangle the social from the ethical or religious aspect 
in some areas. As well as a war on sin, many of the penances must 
have contributed to the general social order, including those concerned 
with sex. Rape, both in the sense of kidnapping, abduction or forced 
marriage and sexual abuse was greatly condemned, and like the provi-
sions for killing and theft, could be seen as a crime against property 
and a disturbance of social and economic order. However, homosexu-
ality and sex with animals receive even greater condemnation, while, 
though regarded as much lesser evils, sex between married couples at 
the wrong time or in the wrong position was also subject to penance. 
In general, although the penitentials seem today to be somewhat overly 
complete and even far-fetched, we must take their concerns seriously. 
While I think it would be a mistake to consider the individual sins as 
a reliable guide to actual sexual practices, the general concern and 
anxiety about sex displays a degree of discomfort and uncertainty 
about sexuality. By trying to define bad or abnormal sexual practices, 
they did not thereby stamp 'legitimate' sex with a seal of full approval. 
Chastity, both within and without marriage, was held to be attainable, 
and virginity the highest good. 
Within the context of Anglo-Saxon works a consideration of the 
attitudes displayed by various prose and poetic works, and especially 
of the works of yElfric, can lend understanding to the interpretation of 
16
 For example, Lawson, "Archbishop Wulfstan and the homilctic elements in the 
laws of Aethelred and Cnut." 
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the miniatures. Much of Anglo-Saxon literature can be characterised by 
an absence or playing down of sexuality, or perhaps more accurately, 
female sexuality. Nevertheless there are works that cannot avoid the 
topic of sexuality, and it is interesting to see how ^Elfric and his fellow 
writers deal with it. Firstly much work in translation from the Latin 
is de-erodcised. Hagiography, and especially the lives of female saints, 
lays great emphasis on sexual purity. In a great many lives of female 
saints belief is equated with virginity: the saint strives to remain sexually 
unsullied for love of God. Her steadfastness lies in refusing to submit 
to both paganism and embrace. Unlike their Latin counterparts, the 
Old English hagiographical works usually omit the passages praising 
the beauty of their heroines: it is not their loveliness that inflames lust, 
but the inherent wickedness of the pagan. Descriptions of beauty are 
usually reserved for visions of the saint after death, transformed to a 
heavenly, and therefore asexual, glory. The saint's virginity is miracu-
lously preserved, while her life is not. The Marian cult, especially in 
England, grew in importance with an emphasis on Mary's purity and 
virginity, thus making her a worthy vessel for the Redeemer. This aspect 
is found particularly in liturgy and private prayer: Mary's great purity 
made her a powerful force for intervention with her Son on behalf of 
the sinner. The opposition Mary-Eve is present but much less prominent, 
being found in non-liturgical works and homilies.27 
If hagiography toned down female sexuality it was a subject that lent 
itself to such a treatment, as much a paean to virginity and chastity as 
to love of God and steadfastness in belief. The translators or re-workers 
of the Old Testament faced a much more difficult task. Not only the 
early chapters of Genesis could not avoid sexual matters, but many Old 
Testament stories deal with women deliberately using their sexuality, or 
men using their wives' sexuality to obtain their own ends. This would 
probably have been of less concern if the women in question had not 
been used as examples of the good and faithful. Magennis analyses 
the strategies used to make acceptable to an Anglo-Saxon audience 
the sexual manipulation inherent in such stories of Judith or Esther 
while adhering, more or less, to Scripture.28 As Lees has pointed out, 
11
 For attitudes to Mary in the Anglo-Saxon period see Mary Clayton, The cult of 
the Virgin Mary in Anglo-Saxon England, Cambridge studies in Anglo-Saxon England ed 
Simon and Michael Lapidge Keynes, (Cambridge, 1990). 
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the Anglo-Saxon culture valued restraint in both language and sexual 
matters, but such restraint should not be seen as ignorance of such 
matters.29 Even Apollomus of lyre, generally regarded as being far more 
open on matters of love and sexuality, on occasion tones down the 
language from the Latin, especially in respect to the encounter between 
Apollonius and King Arcestrates in the baths.30 Apollomus is found in a 
manuscript along with the Regufana Concordia, various sermons and laws, 
so we would be justified in assuming its intent is didactic, not merely a 
novel to pass the time. In this case the translator's concern about pos­
sible homosexual overtones of the bath house scene are understandable, 
especially as Apollonius is the initiator. Not just chastity, but virginity 
was the ideal, and the summit of this was Mary. Much has been writ­
ten on the Marian cult in this period and it is clear that the supreme 
Virgin was especially venerated by the reformed Benedictine houses, 
many of them being dedicated to her. While much of the cult, especially 
in respect of lay persons, centred on Mary as intercessor there were 
other aspects that were extremely important: the mother of God was 
not just a powerful voice with her Son, but she was powerful in her 
own right, and the legend of Theophilus was well-known and popular 
at the time. It is her invincible virginity that was her greatest strength, 
the great purity that made her chosen as the mother of God. A com­
mon simile of the time was that she was the door through which God 
entered the world and thus opened the gates of heaven to man. It is this 
respect that we see the opposition Eve-Mary Eve closing the doors of 
life and heaven and these being opened again by Christ's birth. ^Elfric 
wrote 'i/ri ealde moder Eva us bekac heofen nces geat and seo halige Mana hit 
efl to us geopenode'.31 
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2. The Basic Type of the Fall 
There is a very considerable time lag between the San Paolo Bible's 
Genesis frontispiece and the next surviving works Boulogne, Biblio-
thèque Municipale 20, the Odbert Psalter, f. 50 and Oxford, Bodleian 
Library, Junius 11, both dating from around 1000. Two more works 
date from the first half of the eleventh century, Paris, Bibliothèque 
Nationale, lat. 2077 and London, British Library, Cotton Claudius 
B.IV, the Old English Hexateuch. There is a considerable difference 
in the treatment of the works; the two Anglo-Saxon works treating the 
fall with a fairly comprehensive cycle of miniatures. The text of both 
is in Old English, Junius 11 being a series of poems in the vernacular, 
giving a history of salvation, although only Genesis is illustrated. The 
Hexateuch is what is sometimes called Aelfric's translation of the first 
six books of the Bible. Both offer the opportunity to deal with the 
fall in a more extensive fashion than the French manuscripts. In the 
Odbert Psalter the fall is found in an historiated initial to psalm xliii, 
while the Paris manuscript originates from the scriptorium of Moissac 
and contains a uniquely illustrated treatise on the vices and virtues, 
consisting of a compilation from the work of Halitgar of Cambrai and 
Ambrosius Autpertus.32 In spite of the differences in scope there are 
enough iconographie elements common to all to see a shift from those 
elements that were common to the ninth century works. Another work 
of the first half of the 11th century, St. Gall 342, might be thought to 
have connections with the fall, but Graepler-Diehl identifies the scene 
of the angel with a sword swooping out of a building towards two 
naked bodies as the Egyptian plague killing the first born.33 The titulus, 
as discerned by Graepler-Diehl, would seem to support the view that it 
refers to the plague. Nevertheless there is some reason to think that this 
could be an expulsion scene. The angel seems to be driving the figures 
out of a gateway, not slaying them within the house of the Egyptian.34 
Given the context of the rest of the miniature, and the hexameter 
that deals with the Paschal lamb and the slaughter of the firstborn, 
12
 Chantal Fraisse, "Un traité des venues et des vices illustré à Moissac dans le 
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until there is any more clarity in respect to the tituh or even the two 
figures, Greapler-Diehl's theory must be considered the more likely of 
the two possibilities. 
The two Anglo-Saxon works from this period have considerable nar-
rative elements, illustrating the story of the fall, while the two French 
works are purely didactic in intent. In the Moissac manuscript, at the 
end of chapter one, there is a phrase which comes from neither Haligar 
nor Autpertus and would seem that it advocates visual expression as 
an aid to comprehension—Et quiafacilor ad intellectum per oculos via est id 
quod sermo discripnt visus assignet. This is immediately above the miniature 
of the fall, and obviously refers to it. This clearly demonstrates the 
didactic intent of the makers. The illustration of the Genesis story is 
seen as a visual starting point for a work on vice and virtue. The fact 
that the miniatures of the fall illustrate or are associated with different 
texts in each of the works makes the isolation of the common factors 
forming the basic type of particular importance. It can also be of use in 
determining which of the individual iconographie elements are purely 
text-related, and which more likely to be context-related. The use of the 
fall as a subject to illustrate the two French manuscripts could possibly 
also throw some light on the way in which those texts were interpreted 
by contemporaries. In this the text of Hexateuch must be regarded as 
the most basic, being a fairly literal translation of the Latin Vulgate 
text. Junius 11 has strong links to the Genesis story, but the text of the 
poem is extremely unorthodox, containing not only such non-Biblical 
material as the fall of the rebel angels and Satan's role in the fall of 
man, but presents a far more complex psychological study of the first 
humans, especially Eve. The two French texts have much looser links 
with the Genesis story. There is an obvious connection between the 
illustration of the fall and a treatise on the vices and virtues, not only 
in the question of sin, but in the entrance of death into the world of 
men. The Psalter's relationship between text and illustration is rather 
more problematic: psalm xliii is the psalmist's plaint that he has been 
abandoned by God, is exiled and ashamed. Since the main body of 
the text concern's the fact that he—or rather the Israelites—have been 
given over to their enemies, the historiated initial must be read as 
expressing the reasons for the exile and abandonment, as reinforcing 
the plea for God's grace. 
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2.1 The Construction of the Banc Type 
The very different texts of the four works give rise to considerable dif­
ferences of iconography. The two English manuscripts have a strong 
narrative element. Of particular consequence is the inclusion of the 
miniatures of the fall of the rebel angels in both manuscripts. This 
appears twice in Junius 11, with other pages showing the demons in 
hell, and the Hexateuch opens with this scene. In Junius 11 this can 
be seen as text related, since the verses give considerable attention to 
the myth: in the Hexateuch it is completely extra-textual material. It 
is difficult to decide if an iconographie element that appears in 50% 
of the works of the period should be included in the basic type. There 
are indeed iconographie links between the two English works and the 
Odbert Psalter—not surprisingly as the Anglo-Saxon influence at St. 
Bertin is well established. The hell mouth is particularly prevalent in 
Anglo-Saxon art of this period and of Anglo-Saxon origin.33 It is found 
in both English manuscripts in the scenes of Lucifer's fall and the scene 
of the fidi in the Odbert Psalter, the initial D is held in the mouth of a 
dragon. In spite of this connection I am reluctant to consider the fall 
of Lucifer as an element of the basic type, as it is clearly linked to the 
text of Junius 11. The hell mouth alone is not a sufficiently close link 
to the dragon in the Psalter to justify regarding that as a reference to 
the fall of Lucifer, which can be better discussed when considering the 
individual manuscripts. 
The prohibition on eating the fruit of the tree of knowledge of good 
and evil also raises the question of whether it should be included in 
the basic type. It appears unambiguously in the Hexateuch, but there 
is no consensus as to whether it is shown in the Junius manuscript 
as Genesis Β starts on page 13 in the middle of the prohibition, and 
various authors have felt there is something missing, but 'Neither the 
scribe nor the artist treats this section of the manuscript as in any way 
distinct from Genesis A despite the arguments of modern scholars.'30 
The number of scenes in this manuscript that are devoted to one 
episode, while other scenes, apparendy of importance in the text, are 
not illustrated makes the postulation of such a scene uncertain. It is a 
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possible interpretation of the scene on p. 11, but the inclusion of the 
numerous animals under Adam and Eve, suggest this is the dominion 
over the beasts, taken out of biblical order and referring to And He 
gave them all that land to dwell in . . . And the creatures of His hand 
abode together on the earth.'17 Nonetheless it has various elements that 
argue for the inclusion of the prohibition in this scene. It is the only 
creation/fall scene in which the Christ figure appears in solid colour. 
Furthermore he is standing on a scabellum within a walled city, holding 
a book and making a commanding gesture. Adam and Eve arc without 
the city and each hold the leaves of a tree, which could easily be seen as 
being the trees of life and death. Karkov identifies them as such when 
they appear on p. 13. In my view the miniature on p. 11 is a conflation 
of the scenes of the dominion over the beasts and the prohibition on 
eating the fruit. In view of the uncertainty as to whether this can in 
fact be considered as illustrating verses 235-236 (the prohibition) or 
237 245 (God granting the pair paradise and withdrawing to heaven), 
and the fact that neither French manuscript includes them. I will not 
include this as one of the iconographie elements making up the basic 
type. Both Anglo-Saxon manuscripts illustrate naming of the beasts 
and the creation of Eve. Considering the highly narrative aspect of 
both works, the great number of illustrations and that both scenes are 
omitted in the two French works, together with the enormous emphasis 
laid by Junius 11 on the consequences of the fall, leads me to take the 
view that, in this case, the 50% of the manuscripts not dealing with 
this aspect are probably more typical. 
The four scenes that appear in at least three out of four manuscripts 
are the temptadon of Eve, the temptation of Adam, the covering of 
nudity and the expulsion. The basic type would then show, cither as 
separate scenes or conflated, the two temptations, the covering of 
nudity and the expulsion. It is interesting that in only one work docs 
the serpent hold a fruit in its mouth and only one shows Adam actually 
eating the fruit. In contrast to the ninth century, in all cases the expul-
sion is effected by the Christ-Logos—and here there is no doubt that it 
is indeed the CAmZ-Logos, as in all three miniatures he is cross-nimbed. 
The scenes of the fall of Lucifer, the naming of the beasts, the creation 
of Eve and the prohibition I regard as to a large extent dictated by 
He kt heo piti land buan,... Slod hu handgeweorc 
somod on sande. Genesis B, 239-242. 
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texts and the general extensive iconographie cycle, and furthermore 
symptomatic of an Anglo-Saxon development and preoccupation. It 
is against the background of the more general changes and common 
factors that these must be viewed. 
2.2 Interpretation and Context 
The basic type from around 1000 is greatly condensed from those a 
century and a half earlier. The tendency shown in the ninth century to 
both reduce and conflate the number of scenes that can be regarded as 
having a direct connection with the fall is continued. Even the relatively 
profusely illustrated Hexateuch has only eight scenes, plus the fall of 
the rebel angels: the Moissac manuscript has three scenes, the Odbert 
Psalter two, and in the latter two, scenes are conflated. The Junius 
manuscript, it is true, has a very large number of scenes, but many 
deal with extra-biblical topics and text, others seem to be variations 
on a single scene. The previous history of creation, the ban and life in 
paradise are ignored in the basic type. The focus is firmly on the fall 
itself and its immediate consequences. In this sense the emphasis is on 
man, his actions and the consequence of those actions. By omitting the 
creation of Adam and Eve, a call is made upon the knowledge of the 
viewer. The humans are presented in a situation which must be seen 
as familiar to the viewer—that of paradise after the creation of Eve, 
and after the ban. Both God and the duty owed to him as the author 
of man's being are understood. Nevertheless the omission means that 
as a theological and exegetical concept the relationship between man 
and God, and the origins and basis for that relationship, are taken for 
granted, and not regarded as problematical or requiring emphasis. 
The omission of the earlier episodes of creation and presentation not 
only ignore the relationship between man and God, but at no point 
are we given a view of what might have been if the fall had not taken 
place. The divinity in man receives no recognition: his potential to fill 
the place of the angels or his joyful life in paradise, fulfilling God's 
commands have no place in the basic type. The element of choice, so 
strongly present in the earlier miniatures, has been, if not obliterated, 
at least pushed to the background. There is a degree of inevitability 
in the sequence of events shown, as if the basic sinfulness of man has 
been acknowledged, his inferiority is obvious. 
The basic type's first scene is the temptation of Eve. Since her previ-
ous history is not shown, her relationship with Adam is as much taken 
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for granted as that of man and God. Nevertheless, there is a subde 
shift in emphasis from the basic type of the ninth century. There the 
presentation of Eve to Adam made manifest the divine approval of the 
institution of marriage and indeed the need for procreation. By omit­
ting this scene a degree of ambiguity as to whether sexuality is the sin 
has been introduced. This is increased by differentiation in the features 
of the two humans. Neither resembles God, as did the Carolingian 
Adam and Eve, but neither do they resemble each other: the sexual 
characteristics are clear—Adam's beard and Eve's breasts. Where the 
Carolingian basic type portrayed Adam and Eve as androgynous before 
the fall, in the 1000 basic type we find echoes of the earlier influential 
writers such as Galen—that women were 'deformed men' or at least 
'imperfect men.' The fact that such difierences are shown before the 
fall points to the fact that they were regarded as ordained:38 
Indeed you ought not to think that our Creator would purposely make 
half the whole race imperfect and, as it were, mutilated, unless there was 
to be some great advantage in such mutilation. 
This echoes Augustine's declaration that woman was intended to help 
man beget children:39 
Aut si ad hoc adjutonum gignendi films, non est facta mulier viro, ad quod ergo 
adjutonum facta est?. An aliqms dixerit de costa hominis Deum feminam tantum, 
non etiam masculum, si hoc vellet, facere potuisse? Quapropter non invento ad quod 
adjutonum facta nt mulier viro, ή pariendi causa subtrahilur. 
Thus, while it is clear that the exegetes felt that sexual activity in para­
dise, for the procreation of children, was intended to take place, the 
insistence on the sexual difierentiation in the depiction implies that the 
makers were very aware of the problem of sexuality. In the expulsion 
scene the human pair is clothed, and the emphasis on the hiding of 
nudity seems to reinforce the idea that sexuality, or the awareness of 
sexuality, in part at least, is an element of sin. 
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if he had so wished. Consequendy I cannot see in what way the woman was to be 
man's helper if not to bear children. 
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The scene of Eve's temptation shows a remarkable development 
from the ninth century basic type. Eve does not take the fruit from the 
serpent, but reaches out towards it. The serpent's mouth is open as if 
in speech and this is a close reference to the biblical text sed et serpens 
erat calhdior cunctis animanhbus terrae quae fecerat Dominus Deus qui dixit ad 
multeremo The implication being that the serpent was clever with his 
tongue. It is precisely this aspect that is emphasised. Eve does not fol-
low the example of the serpent: it does not demonstrate the supposed 
falsity of the statement that to touch the fruit would mean death. It 
relies on words and persuasion. The open mouth, showing the tongue, 
implies speech, active and urgent speech, which contrasts with the lack 
of verbal response by Eve. Again the Apocalypse of Moses, or a derivation 
of it, may have played a part in this. In ch.16 the devil asks the aid of 
the serpent, who for unknown reasons has been cast out of paradise.41 
The serpent fears to tempt man in case he incurs God's wrath, but 
allows the devil to speak through his mouth. The serpent does not give 
the fruit to Eve, but persuades her to pick it, even bending the branch 
so that she may do so more easily. This aspect of speech is continued 
and emphasised as Eve describes the way she persuades Adam to eat. 
She called to Adam and when he came 'I opened my mouth and the 
devil was speaking.'4i The warning here seems to be of listening to evil 
counsel, and in this the basic type gives its own interpretation of the 
power of speech and the vulnerability of those who listen indiscrimi-
nately. The role of the serpent is less active than in the ninth century 
works, or even the Apocalypse of Moses. 
The emphasis on the power of speech, the urging to do wrong, 
rather than seeming to contradict God's word by example, increases 
the responsibility of Eve. It also paradoxically increases the sense of 
inevitability. Example is not necessary, suggestion is sufficient, arguing a 
basic flaw in the human makeup—or at least the basic female makeup, 
since the depicted circumstances of Adam's temptation remains the 
same: he is not subjected to either the example or the blandishments 
of the serpent; as in the earlier basic type, he is present at the scene of 
Eve's temptation, but it is to Eve the serpent addresses himself. Adam 
/ 
10
 Genesis 3 1 
" It is possible that this reference is to one of the fallen angels who had been cast 
out with Lucifer, but this seems unlikely as Satan says, "I hear that thou art wiser 
than all the beasts" 
4
' Apocalypse of Moses, xxi, 3 
MONASTIC REFORM AND MAN'S FATAL FLAW 155 
simply accepts the fruit from Eve with no sign of either persuasion or 
reluctance. This basic flaw of credulity and listening to evil counsel, 
already present in the ninth century, now receives even more emphasis. 
At this point it is important to note a significant difference in regard 
to the serpent. It is no longer presented as an intruder, but as a 'given' 
factor: it appears with the humans, not as an outside influence in a 
close and harmonious relationship with God. Almost, it is aligned 
with them, their affinity to it and the world, rather than to God. The 
frailty of man is reinforced by the lack of 'divine' features in the two; 
this weakness, a lack of strength of mind and constancy of purpose, 
increases the sense that the fate of mankind is already sealed. The pas-
sivity of the humans appears greater because the prelude to the actual 
temptation and fall are not shown, thereby omitting the positive aspect 
of their interrelation with the Logos. They are presented as humans, 
not as divine creations; their passivity and malleability again increases 
the feeling that man is basically weak and sinful. 
Adam's role in the fall again differs from the ninth century basic type; 
the emphasis is on his humanity rather than his potential divinity, his 
frailty rather than his strength. His passivity is increased, because he 
does not consume the fruit, he accepts it. In fact it may be said that 
Eve accepts the words and via the fruit she passes these to Adam. Here 
the mere acceptance is sufficient cause for the fall. Evil has not entered 
Adam and been internalised, not been made a part of himself due to 
the positive action of raising the fruit to his mouth and consuming it. 
Rather, evil has entered man by the more subtle and insidious way of 
the ear. Because the relationship with God is not considered, Adam 
and Eve could be regarded as autonomous and responsible for them-
selves. They are not shown as being instructed or cared for by a Lord: 
paradise is theirs to live in and, implicidy, to rule. Their failure would 
seem to be weakness, ineffectiveness and listening to ill counsel. This 
would be particularly applicable to Adam, as his position as male would 
imply that he should be able to control, not only the serpent in the 
Apocalypse described as being in his domain—but also Eve. Mankind, 
and particularly the man, has failed as a ruler. 
The covering of nudity shows an acknowledgement of guilt or failure. 
The immediate acknowledgement is a direct reference to the passage 
et aperti sunt oculi amborum cumque cognomssent esse se nudos.*3 T h e two are 
Genesis, 3:7. 
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aware of their guilt before any confrontation with God. In this they 
are close to the Apocalypse of Moses in which Eve recognises that she is 
'bare of the righteousness' in which she had been clothed and hiding 
her nakedness immediately on tasting the fruit, and before she gives 
the fruit to Adam.44 That the consciousness of guilt is a direct result of 
their actions is clear from the change in attitude from the earlier scenes. 
It would seem that regret for their actions is the cause of this, rather 
than the fear of punishment. This interpretation is strengthened by the 
fact that there is no attempt to show the denial of blame. Consciousness 
of right and wrong would seem to be the message: even though the 
two do not eat and therefore do not internalise directly the knowledge, 
they have no need of an outside force to bring them to a realisation of 
their wrongdoing. This implies two things: firstly that the knowledge of 
good and evil is considered inherent in man, and secondly that such 
knowledge can be obtained by contamination. This agrees with the 
passage in which Eve answers the serpent—defiuctu vero tigni quod est in 
medio paradisi praecepit nobu Deus ne comederemus et ne tangeremus illud ne forte 
monamur**
1
—but not with giving of the prohibition, in which eating is 
specified—de hgno autem saenhae bom et mali ne comedos in quocumque enim 
du comedens ex eo morte morwns.^ Sin, then is a greater danger, it can be 
of a more passive variety, one can be contaminated by contact with 
sin as well as by actively making it a part of oneself. 
The final scene, the expulsion, is of great importance. It is the only 
scene in which the Logos appears. We see nothing of God as creator or 
benefactor, only as executor of a sentence—we do not even see him as 
judge. The close relationship between man and God shown in the ninth 
century has vanished entirely here. It is a given that God is almighty 
and his power over man is unquestioned, not based on mutual agree-
ment or on his care and benevolence towards him. God is remote from 
man, something already obvious in the difièrence in features, and with 
the expulsion this distance increases. The Logos is not shown as the 
initiator of man's being, or as the giver of good things. God is power-
ful and swift to act; there is no trial, only the immediate response of 
an angry lord to his erring underlings. The personal relationship has 
44
 The Apocalypse deals with the problem of Eve giving the fruit lo Adam when she 
knows the consequences, by having the serpent tnck her into swearing that she will 
give it to her husband 
45
 Genesis 3 3 
* Ibid, 2 17 
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gone: man has disturbed the God-given order, broken divine law and 
is subject to divine wrath. 
The basic type from c. 1000 gives a far more pessimistic and less 
balanced picture than that of 150 years previously. Here there is no 
depiction of divine potential, of the life man enjoyed before his fall. Just 
as the harmony that existed between man and God is not in evidence, 
neither is the harmony between Adam and Eve. The viewer is not pre-
sented with what he could interpret as a warning, or a choice—life in 
obedience to God's commands, or life after breaking those commands. 
The element of choice is almost entirely absent. It is a story the outcome 
of which is known, and there could be no other ending. Man's fall is 
almost inevitable; indeed, the story opens with the temptation. Man is 
alone in paradise, alone with the tempter, there is no conflict between 
good and evil, no alternatives oflèred between following a good and 
bounteous lord and an insinuating and evil one. With the absence of 
the Logos from all scenes except the expulsion, the choice has been 
removed. Man and the serpent inhabit the same world, they have that 
in common: it is almost as if by touching the fruit the essentially sinful 
nature of man is revealed rather than comes into being. He is revealed 
to himself, for the knowledge of good and evil is self-knowledge, and 
above all the knowledge of the evil in one's self. 
There is no trial; man has no excuse and the distance between God 
and man is too great for understanding. There is only acceptance— 
acceptance of God's judgement, but also of man's failure and sinful 
nature. There is repentance, but little hope. The message of the basic 
type is just that—repentance and acceptance of man's lot. It is also a 
warning of contamination, of passivity, of the failure to do good rather 
than positive ill-doing. Weakness lays man open to sin, bad counsel and 
the voice of others lead man astray and he gives in to the inherent 
weakness and sinfulness of his existence. This basic type can almost be 
defined by negatives, by what is not shown. Most importantly, because 
sinfulness is inherent in man and he must acknowledge this, a great 
step towards the internalisation of sin has taken place. It is no longer 
solely men's actions, but his very being that is sinful, and that means he 
cannot control his actions. Sin has ceased to be a social and political 
concept and become a personal responsibility. 
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3. Specific ManuscripL· 
The four manuscripts, partially due to their differing text, but also to 
their diflèring origins and contexts, elaborate on the basic type each 
in its own way. The two Anglo-Saxon manuscripts place the myth of 
the fall in a wider context, while the two French works make specific 
analogies with a more abstract conception of sin and repentance. While 
the ideas expressed in the basic type can be said to represent part 
of the thought of the Cluniac monastic reform, it is notable that, in 
spite of the great number of Cluniac houses and those under Cluniac 
influence, there are only four manuscripts with illustrations of the fall, 
plus the Hildesheim door. Hildesheim was a centre of learning, arts 
and crafts, as was St. Bertin the scriptorium responsible for the Odbert 
Psalter. Christ Church, Canterbury, too, had a very high reputation and 
both Anglo-Saxon manuscripts have been attributed to it, although the 
attributions remain tentative. The Moissac manuscript, though, dates 
from before that foundation gained its reputation. The reasons for the 
inclusion of what was a relatively unusual subject must be sought in 
the individual works and the circumstances of their origin. In two of 
the manuscripts, the Odbert Psalter and Junius 11, the idea of the fall 
as the start of a history of salvation, present in the Touronian Bibles, 
is gready extended. In the Moissac manuscript the fall is given as the 
start of sin and as a preface to the war between the virtues and the 
vices. The Old English Hexateuch comes closest to the Carolingian 
Bibles, but lacking all but the first six books of the Bible, the emphasis 
on Heilsgeschichte is less. The manner in which the two first named 
manuscripts, also the two oldest, deal with the history of salvation is 
very different. The Psalter can be seen as a forerunner of the depictions 
of the fall used in historiated initials that became so popular at the end 
of the eleventh and in the twelfth century. In these the story of the fall 
is brought back to its absolute essentials, conflation and compression 
being the main characteristics. Junius 11, though the illustrations only 
apply to Genesis, consists of four poems in the vernacular, starting 
with Genesis and ending with the final confrontation dialogue, Christ 
and Satan. In this the illustrations are anything but compact, nor are 
they evenly distributed. Of the illustrations on forty-seven pages ending 
with Abraham approaching Egypt, seventeen deal with the creation and 
fall, while three more deal with the fall of Lucifer and his angels and 
another is a Majestas that serves as frontispiece. The miniature in the 
Moissac work functions as an introduction to a moralistic tract, while 
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the Hexateuch has six miniatures dealing with the creation and fall of 
man and another with the fall of Lucifer. In spite of the diSerence in 
emphasis there are a number of very important similarities between 
the Hexateuch and Junius 11 : both are vernacular texts, both connect 
the fall of Lucifer with the fall of man and both have a relatively 
extended picture cycle. 
3.1 Boulogne, BM, Ms. 20—The Odbert Psalter 
The Odbert Psalter, dated around 1000, has an inscription giving the 
illuminator as Abbot Odbert of St. Bertin. Viking raids on Normandy 
had ceased but conditions were just as turbulent, partially owing to 
local feuding and the struggles round the establishment of the Capetian 
dynasty. However, despite the power struggles, under Abbot Odbert St. 
Bertin was renowned, especially for its high-quality illuminated manu-
scripts of which the Psalter is probably the finest surviving achievement. 
Odbert almost certainly supervised the work and it is possible that some 
of the illustrations are in his own hand. This unusually large and richly 
illustrated work is chiefly known for the Christological cycle in the ini-
tials. It contains the Gallican version of the Psalms, and in addition a 
dedicatory verse, descriptions of musical instruments, various prologues, 
prayers and hymns and an extensive marginal gloss on the psalms. The 
decoration scheme seems to have altered and developed during the 
making of the psalter. The illustration to psalm 1, f. 11 r, shows Pente-
cost with scenes from the life of David in the frames. While the scenes 
with David may be regarded as conventional for the introduction to the 
psalms, the personification of Beatus vir, the connection with Pentecost 
makes a particularly strong tie with the New Testament and the idea of 
divine inspiration. From psalm 2 to psalm 25 the illumination takes the 
form of marginal drawings, but with psalm 25 the Christological cycle 
begins. Not all psalms are illustrated, but it is noticeable that the life of 
Christ in a more or less chronological order, for at least the latter part, 
seems to be the determining factor.47 Interposed between these scenes 
there are five Old Testament scenes, plus one of Oceanus and Gaia 
and a further scene of a man in a building, whose import has not as yet 
been deduced. Denny and Kahsnitz seem to be the only art historians 
" For a full scheme of decoration see Don Denny, "The historiated initials of the 
Odbert Psalter," Studies in Iconography 14 (1995). 
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who have paid detailed attention to the psalter, and their chief interest 
is the Christological cycle and why this was introduced.48 Denny is of 
the opinion that the original plan was to alternate scenes from the Old 
and New Testaments and this would seem plausible, even if this was 
not stricdy adhered to. What is more difficult to explain is why there is 
such a concentration on the first chapters of Genesis. Abel's sacrifice 
is shown on f. 34r (psalm 28), the fall on f. 50v (psalm 43) while this 
is followed by the murder of Abel on f. 56r (psalm 49). There follow 
only two more Old Testament scenes, Samson pulling down the temple 
on f. 63v (psalm 58) and Solomon holding the scales of justice on 
f. 77r, depicting, as tradition dictates, psalm 71. The chronology of the 
illustrations from both Testaments is sporadic, probably having much to 
do with the text and traditions of the psalm illustrated. Nevertheless, the 
emphasis on the earliest history of man is remarkable. If we consider 
the three Genesis illustrations we note that the first shows man (Abel) 
as pleasing to God. There is no doubt that this is Abel—"die Figur is 
inschrifdich als 'abel' bezeichnet."49 The next two scenes show the first 
sin and the first crime. There is a surprising emphasis on Abel and his 
death in relation to the fall. Why were two miniatures devoted to the 
Abel/Cain motif while only one was given over to the fall? Even if we 
accept that more Old Testament scenes were originally planned, two 
given over to this episode and none to, say, Noah or Moses would be 
cause to ask why, and whether this has anything to do with the strong 
thread of Heilsgcschichtc. 
There are various possible answers to this question and it is not 
unlikely that more than one factor played a role. Obviously, when 
presenting the history of salvation one begins with the reason salvation 
was necessary. The miniature of the fall would seem the obvious point, 
but it is possible that the story of Cain and Abel was also considered a 
starting-point. Early Syriac and Rabbinic works sometimes imply that 
'the primordial disasters to the human race had to do not so much 
with the expulsion from Paradise but with Cain's crime.'''0 However 
there is little or no evidence that such works were known in the early 
48
 R. Kahsniu, "Der christologische Zyklus in Odbert-Psalter," ^eitschnfl fiir Kiinst-
geschuhlehX (1988). 
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medieval west. A more likely source for an emphasis on the role of 
Cain would be Prudentius' Hamartigenia51 in which 'the archetype for 
all other sins in the poem, is not Eve's (or man's) first disobedience, but 
fratricide, the story of Cain and Abel.'52 Also current in the west were 
legends and exegesis over the unsatisfactory nature of Cain's sacrifice, 
chiefly that he withheld the best and thus turned from God.53 Perhaps 
the makers of the Odbert Psalter had in mind two difièrent kinds of 
sin and estrangement from the presence of God. Philo of Alexandria 
wrote:54 
Accordingly God banished Adam; but Cain went forth from his presence 
of his own accord; Moses here showing to us the manner of each sort 
of absence from God, both the voluntary and the involuntary sort; but 
the involuntary sort as not existing in consequence of any intention on 
our part, will subsequently have such a remedy applied to it as the case 
admits of; for God will raise up another ofispring in the place of Abel, 
whom Cain slew, a male ofispring for the soul which has not turned by 
its own intention, by name Seth, which name being interpreted means 
irrigation; but the voluntary flight from God, as one that has taken place 
by deliberate purpose and intention, will await on irremediable punish-
ment in all eternity, for as good deeds that are done in consequence of 
forethought and design, are better than unintentional ones, so also among 
offences those that are undesigned are of less heinousness than those that 
are premeditated. 
In the context of Heilsgeschichte this would make sense. By making a 
distinction between those who are subject to sin and error, but are of 
good intent, and those who deliberately flout the will of God and of 
their own volition turn from him, the message of salvation sounds a 
cautionary note. Salvation is possible, but not for all, not for those who 
with full knowledge and intent abandon God and his law. Those who 
through ignorance or weakness fall into sin can hope for redemption. 
The two aspects are heightened by the fact that these are interspersed 
between scenes from the New Testament concerning the birth of Christ. 
Abel's sacrifice falls between the initials showing the annunciation, 
51
 The last two lines of the Praefatio make it clear that Cain, by his act denied God, 
Cam peremptoT, denegans unum Deum, Cain triumphal, morte fialns alhtus, PL 59, 1012A. 
" Martha A. Malamud. "Writing Original Sin," Journal of Early Christian Studies 10 
(2002). 
^ For example, Ambrosius Mediolanensis, Obtulit, inquil, exfiuctibus terrae, non a primis 
fructibus pnmitias Deo, De Cain et Abel, II, eh. X, P.L. 14, 355. 
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f. 32r, psalm 26 and the visitation, f. 46r, psalm 38. The reason for this 
could be that, according to Jerome, the birth of Cain was associated 
with sin and life after the expulsion.5'' A further expansion of this idea 
could be seen as a reference to the sons of Seth turning from God and 
going to the daughters of Cain. This would emphasise the pure nature 
of Christ's conception and birth and, of course his role as sacrifice. 
Such an idea could be expected to appeal to a monastic audience, 
especially in the contemporary climate of monastic reform. A further 
reason for the inclusion is that, to a certain extent, Abel can be seen as 
being presented as a préfiguration of Christ and within the scheme of 
Heilsgeschichte referring to Hebrews. 11.4. Fide plunmam hostiam Abel 
quam Cain obtulit Deo per quam testimonium consecutus est esse iustus testimonium 
perhibente munenbus eius Deo et per illam defunctus adhuc loquitur. The minia-
ture of the fall itself comes between psalm 41, f. 49r, the annunciation 
to Zaccharius, a preliminary to redemption, and f. 56Γ, psalm 49, the 
murder of Abel. This scene is followed on f. 58v by the nativity. By 
sandwiching the scenes of the first sin and the first crime between the 
announcement of the herald of the incarnation and the incarnation 
itself the point is made that whether man falls into sin due to defective 
nature or deliberately turns from God, he is in need of salvation. 
The scene of the fall is contained within the initial D, and the 
elaborately worked letter itself shows strong signs of insular influence. 
(fig. 18). In the scene Eve, on the left, takes a fruit from the mouth of 
the serpent with her right hand, while covering her genitals with her 
left. Adam, on the right of the tree, is already holding a fruit in his 
left hand, and like Eve, covers his genitals. The light coloured serpent 
winds around the tree; this is cruciform in shape and has three sym­
metrical branches each terminating in an outsized fig leaf. The serpent's 
head is in the position the wound on Christ's side would be, if this 
were a crucifixion, and it is possible, given the Christological context, 
that this is a deliberate inversion: the serpent's mouth giving death in 
place of Christ's wound giving life. It is as if the reader is confronted 
with a choice between life and death for mankind. In the initial man 
chooses death, but the very similarity with the form of the crucifixion, 
the figures of Adam and Eve echoing those of Mary and John, would 
lead the devout eleventh century reader to contemplate the other tree/ 
5 3
 Ac de Adam quidem et Eva illud dicendum, quod ante qffinsam in paradiso mrgimßiennt; poü 
peccatum autem, el extra paradisum, protmus nuptiae, Jerome, Adverses Jovimanum I, 16. 
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cross. This message is reinforced by the decoration. Of particular note 
is the somewhat mild looking dragon, whose tail continues in a formal 
looped pattern, but whose mouth grips the letter itself. The head of 
this dragon reflects that of the serpent, and indeed could be seen as 
a larger version of it, offering a large fruit to the reader. The message 
is that man is continually subject to temptation, but the underlying 
similarity with a crucifixion scene subdy brings to mind the hope of 
redemption. The riddle in the Exeter Book known as Christ III deals 
with judgement day, and in it Christ speaks of being crucified again, 
and more severely, by the sins of the people he died to save.06 Given 
the close ties between England and northern France, and in particular 
between Winchester and St. Bertin, it is not impossible that a similar 
idea was in circulation in St. Bertin. The shadowy idea of the cross 
underlying the scene of the fall and the reminder that everyone, the 
reader too, was subject to temptation was a means to imply that the 
sinner continually crucifies God. 
The psalms were central to the Benedictine rule and the tenth century 
reform movement increased their role and the use of the psalter. The 
Ghent reforms were implemented in St. Bertin in the mid tenth century 
after Count Arnulf had brought in Gerrard of Brogne to deal with the 
rebellious monks. By increasing the use of the psalter in the complex 
liturgy of the reformed houses, the psalms became more fragmented; 
separate psalms being used in different parts of the liturgy. In this way 
their liturgical context was increased but the biblical context suffered as 
they were integrated into a Christo-centric liturgy. It is not surprising 
then that we see the visual typological translation of the illustrations. 
While the illustrated Carolingian psalters certainly had a Christologi-
cal component, there is more often a direct translation of the text, or 
at least a very close connection with it. The Odbert Psalter is by no 
means the first work to have a Christological cycle in the initials. The 
Drogo Sacramentary has a cycle of twenty scenes from the life of 
Christ, and other works, such as the Benedictional of Aethelwold, have 
Christological miniature cycles.'7 However, the question arises as to why 
56
 ChnstHI, 1480-1495. 
57
 Smeyers is of the opinion that the style of drawing in the Odbert Psalter is 
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psalm 43 was chosen to be illustrated and why the fail was considered 
a suitable subject. 
Psalm 43 was more than once illustrated, notably in the Utrecht 
Psalter and its Anglo-Saxon descendents; however there seems litde 
reason to use an illustration of the fall for this particular psalm. The 
reason cannot be sought in exegesis as psalm 43 was rarely quoted—the 
Patrologia Latina gives only five instances of medieval authors and none 
of those texts are connected with the fall. The Utrecht Psalter gives 
a literal illustration of the text, taking separate elements of the texts 
such as Exurge, quaere obdormis Domine and giving this visual form, here 
by showing Christ asleep in bed. When writing of the Odbert Psalter, 
Smeyers points out that the illustrations seem 'to be independent of 
the content of the psalms, but they can still be connected with them, 
due to the tradition of associating prophetic truth with these verses.'58 
This, however, can only apply to the Christological cycle and not to 
the Old Testament illustrations. If we look closely at the text we may 
find that in fact, there is a relationship between text and miniature. The 
relationship is not, at first sight obvious, but there are certain points 
of reference that could point to the fall as a suitable subject, especially 
in a monastic environment. Most of the psalm concerns the plaint of 
the palmist for his people who are driven out and suifering now their 
God no longer favours them. Nunc autem repuluti et confiidùti nof*... et in 
gentibusdispersisiti nos.60 The expulsion might be thought a more suitable 
scene for these verses, but the psalm also mentions the shame and sin 
of the psalmist—Tola die verecundiua mea contra me est, et confiisio faciei meae 
cooperuit me. A voce exprobrantu, et obhquenhs.61 T h e psalmist continues:62 
Haec omnia venerunt super nos, nee obliti sumus te: et inique egimus in testamento tuo 
Et non recessit retro cor nostrum: et declinasti semitas nostras a via tua. 
Quoniam humiliasti nos in loco qfftctionis, et cooperuit nos umbra mortis 
The psalm contains the same elements as the fall myth: the sin and cause 
of the shame are not specified, but the fact that God has turned from 
the psalmist driving him out makes a further parallel. This is increased 
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by the phrase umbra mortis with its connotations of the advent of death, 
and the Stuttgart Psalter had already brought the phrase into connection 
with the fall. The psalmist's protestations that he and his people are 
repentant and their pleas to be reintroduced into God's favour accords 
well with the Christological cycle and its message of redemption, but 
it is also in keeping with the tenets of monastic reform. The order of 
the three Genesis miniatures could almost be seen as a progression in 
man's descent—first Abel sacrificing to God and pleasing him, then the 
fall caused by ignorance and weakness, and finally Cain's crime and 
his deliberate rejection of God. These miniatures interspersed among 
those recounting the incarnation would be a reminder not only of 
man's fall, but of his debt to Christ and the need for continual vigi-
lance. The theme is echoed later, f. lOlr psalm 92 the initial of which 
shows the first temptation of Christ. The composition echoes that of 
the fall initial: Christ stands to the left of a tree and to the right, the 
devil proffers stones: Christ holds out a book, presumably exemplifying 
the law, his feet resting a lion and dragon, the symbol of his victory 
over sin and death. Here this victory is brought into connection with 
Christ's successful resistance to temptation, contrasting with the scene 
of the fall, which has as its successor the scene of the first death. The 
link with the fall miniature is strengthened by the dragon, in this case, 
significantly, an autophage. Not only does it work towards its own 
destruction, but it is clearly intended to be the same dragon as on 
f.50v and the tree seems to grow from its head. This miniature looks 
both forward and back, back to the temptation and fall, and forward 
to Christ's ultimate victory. According to much contemporary thought 
man was in the devil's power because he had given himself freely to 
a new lord by breaking God's command. By choosing to sin he was 
justly the devil's. In this argument, to free man from the devil's power 
a diabolic claim must be made unjustly, that is on an innocent man, 
free of all sin. By resisting temptation Christ kept himself beyond the 
devil's legitimate claim, and once claimed could break the hold for all 
mankind. This miniature anticipates the crucifixion, the harrowing of 
hell and the resurrection on f. 109r and, at the same time, reminds the 
reader why salvation was necessary. 
The scene of the fall in the Odbert Psalter cannot be seen outside 
the complex iconographie programme of the whole work. There is a 
fine and detailed interplay between the scenes and their theological 
and moral import. The link between sin and death receives a continual 
but subde emphasis, and is balanced by the scenes of redemption and 
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the triumph over death. The initials containing the scenes of the three 
temptations of Christ are followed by that of Christ being ministered 
to by angels, and then, tellingly, by the scene of the raising of Jarius' 
daughter. The scenes of the beheading of John the Baptist and the 
arrest of Christ are followed by one containing all the elements of 
the triumph over death—the crucifixion, the harrowing of hell and 
the resurrection, f. 109r. These, it is true, follow chronologically, but their 
impact is that of victory in defeat, of completion. Apocryphal sources 
state that John the Baptist announced to those imprisoned in hell that 
Christ would come to lead them from there, and among those brought 
forth were Adam and Eve. In the miniature on f. 109r we see the past 
and the future: man condemned to hell can be released. Christ's victory 
and resurrection is also that of man. Man's sin resulted in death and 
murder: Christ's death results in man's chance to regain life. 
3.2 Oxford, Bodleian Library, Ms. Junius 11 
There have been a great number of studies of Junius 11 and very little 
agreement among them. From the first publication of the manuscript 
by Francis Junius in 1654, when it was presented as the work of Caed-
mon, it has intrigued scholars of Old English. The various problems 
confronting the researcher are complex and interrelated, many being 
rooted in the relationship between text and illustration. This is more 
problematical than with other visualisations of the fall, because of 
the extremely unorthodox text. A further complication is that the fall 
miniatures deal mostly with the part of the manuscript most difficult to 
interpret, an Old English translation known as Genesis Β—of a ninth 
century Old Saxon poem. We can regard the illustrations as being a 
further translation of the narrative made in the late tenth century. 
Various scholars have postulated an earlier illustrated exemplar, but 
there is no evidence of this; there are, however, certain stylistic and 
iconographie similarities to the Utrecht Psalter. The bulk of the text 
is made up of four poems in Old English, probably dating from the 
eighth century. These four, now known as Genesis, Exodus, Daniel and 
Christ and Satan, give a history of salvation—a history that while, on 
the whole, resting on the biblical narrative, is highly selective. Since 
Christ and Satan ends with explicit liber ii we can assume that book 1 
consisted of the Old Testament stories, and the later Christ and Satan 
dealing with the New Testament aspects was added. It is notable that 
no spaces were left for illustrations in this second part. Most of the 
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research has concentrated on Genesis B, but others have also dealt with 
the unity of the work as a history of salvation. The unity of the work 
presents a particular problem when dealing with the illustrations: the 
fall must be seen as part of this history of salvation, but only Genesis is 
illustrated. Whereas in the Odbert Psalter it is possible to see the visual 
links between the fall and redemption miniatures, with Junius 11 it is 
impossible to even speculate, since redemption was clearly not intended 
to be illustrated. The miniatures dealing with the fall relate to the first 
964 lines, and these deviate gready from the biblical narrative. The 
narrative opens with the fall of Lucifer and the rebel angels, but this 
extra-biblical material in the late Anglo-Saxon period cannot be thought 
to be remarkable. The problem area is the interpolated translation of 
the ninth century Old Saxon Genesis B. The problems presented by the 
text and by the illustrations, while obviously interrelated, are not, or not 
always, the same. I am of the opinion that a great deal of difficulty has 
been caused by trying to tie the illustrations very closely to the adjacent 
text. I propose, therefore, to examine the illustradons as a parallel, but 
independent narrative before considering the particular problems such 
as pictorial displacement, colour typology and narrative strategies. These 
questions are essential to the interpretation of the narrative, and to the 
questions of guilt, sin and the relationship with God. 
3.2.1 Visual and Textual Narratives 
Junius and many of his successors attributed litde importance to the 
illustrations, but the lack of consensus amongst scholars in regard to 
the text is notable. It is little wonder that in more recent times schol-
ars have turned to the miniatures for insight. One of the problems 
with this approach is the danger that the illustrations are seen solely 
as an appendix to the text. The first attempt to seriously consider 
the illustrations as an integral part of the manuscript was Ohlgren's 
dissertation.63 An anomaly here is that the poems are considerably 
older than the manuscript. The illustrations can only be a guide to 
the interpretation of the text in late tenth century England. Indeed, it 
may very well be that many of the difficulties encountered in trying to 
relate text and illustration find their roots in the fact that researchers 
try to tie the illustrations too closely to how they interpret the text, and 
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there seems to be no more unity among these more modern scholars 
than those who were concerned only with the text. Since my concern 
is to try to understand how the story was regarded and interpreted 
at the time the manuscript was made, I will consider the illustrations 
as an independent narrative and only then see how this relates to the 
textual narrative. Gameson did this very briefly, but simply concluded 
that Junius 11 was the work of an inexperienced and somewhat inept 
scriptorium, and thereby contesting its attribution to Christ Church, 
Canterbury but giving no alternative.6* Karkov took the illustrations far 
more seriously and provided several very valuable insights, maintaining 
that the artists did not make mistakes, but the placing was deliberate.65 
Unfortunately, not all of her conclusions are watertight. By considering 
the visual narrative, as far as the expulsion, in the light of what could 
be considered the knowledge of the Bible text and apocryphal works 
that would be current at the end of the tenth century, rather than on 
knowledge of the poem, we could hope to find an independent visual 
narrative, rather than one wholly dependent on the text. 
The illustrations begin, conventionally enough, with a Majestas 
frontispiece, and this is followed by a picture of Christ enthroned with 
before him four angels, each displaying difiërent characteristics. This 
is followed by Lucifer's rebellion and the fall of the rebel angels. The 
following two scenes show the works of creation, and the next the cre-
ation of Eve with heaven above and a ladder connecting it to paradise. 
The following three illustrations show Adam and Eve in paradise with 
trees and animals, while the Logos withdraws further with each one. 
Page 16 depicts the Logos in heaven and, under, the fall of the rebel 
angels; the following page elaborates on this, showing Christ enthroned 
in a mandorla and flanked by cherubim, while below, the fallen angels, 
now in fully demonic form, inhabit hell along with a chained Satan. 
The next illustration is also in two parts: below, Satan, bound hand and 
foot, watches as a devil makes his way out of a trapdoor in the roof 
of hell. Immediately above the escaping devil is a tree with a serpent 
wound round it. Eve looks at the serpent, holding her left arm with her 
right hand. Beyond Eve is another tree and the figures of both Adam 
and Eve pointing to the following page. Four pages later we see Eve 
M
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holding a fruit and standing before a crowned angel. The next illustra-
tion has an angel holding out a fruit to Adam and Eve who stand on 
either side of him. Eve already holds a fruit and brings it to her mouth. 
Page 31 has two fully separated registers; in the upper the angel looks 
on as Eve, stooping slighdy, offers the fruit to Adam who takes it with 
his right hand. Below, Adam and Eve, separated by a tree, fall to their 
knees and cover their faces while a winged devil points to them. On 
page 34 in the upper register Adam and Eve cover their faces with one 
hand and their genitals with the other: in the lower, hidden among the 
trees, they again cover their faces and genitals, this time with leaves. 
The following illustration shows the pair, still covering themselves, while 
the devil returns to hell, where he reports to his bound master. Next 
we see Adam and Eve discussing what to do and then, below, they sit 
apart among the trees. On page 41 the Logos, holding a book, stands 
before the serpent that stands on its tail, and then creeps off on its belly, 
as sentenced by God. Below this, the Logos stands above Adam and 
Eve, still cowering among the trees. Placed on a high mound a double 
Logos on page 44 pronounces sentence on Adam and Eve and on the 
following page we see the pair clothed standing before the Logos and 
then making their way out of paradise, Adam bearing a bag of seed 
and a spade, Eve with a fruit. The final scene shows the pair outside 
paradise while an angel with a sword stands at the door. 
Reviewing these illustrations and trying to form a narrative from 
them has certain problems, but on the whole a fairly clear tale emerges. 
Ignoring the frontispiece, it would be a description of heaven before 
the rebellion of Lucifer, the rebellion and fall of the angels, the cre-
ation, including that of Eve, God's instructions to the pair including 
the dominion over the animals and the pair in paradise. The next 
three illustrations are more difficult to fit into the scheme, but it would 
appear that the intention is to put a great deal of emphasis on the 
distinction between God and Satan, and heaven and hell. The third 
of this group is in some ways quite clear, a devil is sent to paradise 
and in the form of a snake addresses Eve. The figures of Adam and 
Eve on the right of this miniature are less susceptible to explanation. 
The next miniature is the beginning of the deviation from conventional 
Biblical and apocryphal narrative, but the tenth/eleventh century 
reader would probably have litde difficulty in identifying the angel as 
the tempter. Thus here we have Eve being tempted and following that, 
she succumbs. Adam does not accept the fruit from the tempter, but 
takes it from his wife, upon which the tempter is revealed as a devil. 
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The next sequences are relatively straightforward; the knowledge of 
what they have done brings Adam and Eve shame and penitence, the 
devil returns triumphandy to hell. The last scenes follow the Biblical 
narrative of judgement and expulsion. 
Junius 11 stands near the beginning of a tradition of vernacular ver­
sions of Genesis, which in itself can be seen as an extension of Latin 
re-workings of Genesis, such as the popular and influential De spintalis 
historiae gestis of Avitus.cc The oldest known of these vernacular works 
is the fragment in the Vatican Library, consisting of 337 lines in Old 
Saxon dating from the ninth century.67 From the 26 lines of the Vatican 
manuscript that overlap the poem in Junius 11, GenesL· Β would seem 
to be a translation of this. Doane comments that 'Compared to tradi­
tional Germanic verse the diction is drastically contracted... because 
both the vernacular was less suited to abstract expression than was 
Latin, and because the poet of Genesis seems intentionally to avoided 
the language of heroic poetry.'bB He goes on to say that while Genesis Β 
in many ways has a similar style there is a 'slight tendency to reform 
the diction towards Old English poetic usage.'69 They diflfer from the 
younger vernacular versions of Genesis that have some deviations, but 
on the whole adhere closely to the Biblical Genesis,70 while Genesis Β is 
an 'explanatory renarrativization'71 of the Biblical text. According to 
Doane, while the Old Saxon version is rather more dependent—in those 
parts that do not overlap—on the Biblical text, it is still a startlingly 
original work with no known source.72 
In considering the textual narrative it is important to remember that 
two leaves are missing and that Genesis A breaks off after a description 
of the rivers of paradise and Genesis Β begins with the ban on eating 
the fruit of the tree of knowledge. The text opens with the pious state­
ment that it is fitting to praise God, then continues with an account of 
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Lucifer's rebellion and the subsequent creation of hell and the world. 
Genesis Β begins in a more dramatic style. It reiterates and expands the 
tale of Lucifer's fall and takes it further, giving Lucifer's own account 
of the event and his address to his fellows in hell. He goes on to say 
that his greatest grief is that Adam shall inherit what should have 
been theirs and offers rewards to any who can bring about Adam's 
downfall. Another section of the poem is missing here and the known 
part continues with one of the devils preparing to breach the walls of 
hell to do Satan/Lucifer's bidding. He goes first to Adam, saying he is 
a messenger from God, who bids him eat from the tree of knowledge. 
Adam, suspicious, refuses and the tempter turns his attentions to Eve: 
his strategy consists chiefly of threatening her with God's anger against 
Adam if she does not convince him to eat the fruit. To test the good 
faith of the tempter, she tastes the fruit and is rewarded with a vision 
of God in glory. Convinced of the tempter's bone fides, she is able to 
persuade Adam to cat. The tempter then reveals himself in his true 
shape, and while the pair realise what they have done, he returns to hell. 
Adam's anger is directed at Eve and she accepts the blame, but both 
decide that they must humble themselves and beg God to show them 
how they can make amends. Genesis Β ends here and Genesis A continues 
with the confrontation with God, the judgement on the serpent and on 
Adam and Eve, God's clothing of the pair and their expulsion. 
Most of the studies on the text of Junius 11 have concentrated on the 
degree of orthodoxy shown by the poems, and in particular Genesü B, 
the poet's attitude to Adam and Eve and the degree of sympathy shown 
to them. In general lines, the earlier scholars saw the poet exonerating 
Adam and Eve, or at least excusing them from much blame." Woolfe, 
presumably taking her cue from Augustine in Genen ad litteram™ sees 
Eve not as an innocent, but prideful and ambitious," and Satan as 
the 'eternal outcast' filled with illegitimate pride.76 More convincing is 
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Vickrey's contention that a ninth century audience would recognize 
the falseness of Eve's vision and the irony of a vision of judgement 
being taken as a sign of approval. He also argues convincingly that 
they would also take Eve's failure to realise the nature of her vision as 
in no way exonerating her." His thesis that Genesis Β must be seen as 
an allegory of the physical sense (Eve) and the intellect (Adam) is taken 
further by Burchmore who gives an argument based on Erugenia for 
the deception of the intellect by the senses.79 Various other writers have 
contributed other ideas, but it is a measure of the polyinterpretability 
of the text that there is litde agreement among scholars and certainly 
no consensus. However, by treating the visual and textual narratives as 
separate elements and comparing them, it can be seen that there are 
fewer discrepancies than is often thought. 
3.2.2 Visual Strategies 
In discussing how the artist of Junius 11 told his story it is essential to 
consider various aspects that have been the source of much discussion. 
The first of these is what is often called pictorial displacement, the 
images that seem to relate to another part of the text than that to which 
they 'should' belong. Many of the problems found by scholars derive 
from attempts to bring the illustration exactly into line with the adjacent 
text. The majority of the miniatures can be seen as fitting neady into 
the scheme of the text, but there are exceptions, two of them being 
temptation scenes. The first of the 'out of step' miniatures is that of 
God surrounded by angels on page 2. Ohlgren, while admitting that 
there is no basis in either the poem or the Bible for this, identifies it as 
Lucifer announcing his rebellion to God.7 9 If we consider the purely 
visual source we see God enthroned with angels, something that would 
easily conform to the poem's opening exhortation that it is right and 
fit to praise God. Ohlgren transfers this sentiment to the frontispiece, 
which again would be out of step with the text. I would suggest that the 
frontispiece is not specifically linked to Genesu, but serves all the poems 
and their underlying theme of Heilsgeschichte. Certainly a Majestas 
frontispiece to an entire work would conform to tradition. 
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The second 'out of step' miniature is that on page 20. This is an 
admittedly difficult miniature to interpret. The lower part, given the 
late tenth century context, is easy enough. Satan is bound in hell while 
a smaller devil places his hands between his. This could be a refer-
ence to a ritual of service. The same devil, we can presume, bursts 
from hell, immediately under a tree with the serpent wound round 
it. Eve holding her arm looks on. The difficult part is the two figures 
on the right, Adam and Eve, who point in that direction. Karkov sees 
this not so much as the temptation of Eve as a visual preface to the 
story of the fall. She argues this very convincingly and indeed it could 
be seen as an introduction to the material dealt with in Genesis B.60 I 
would only add that the two pointing figures could be indicating not 
only the story of the fall but the entire work, going beyond man's loss 
to his redemption. 
The second of Karkov's attempts to deal with pictorial dislocation 
is the temptation scene on page 24. (fig. 19) This, she maintains, is not 
the temptation of Eve, but the first temptation of Adam as described 
in the text. Karkov's argument is based on the androgynous nature of 
Adam and Eve in the illustrations of Junius 11, while admitting that 
Eve's nipples are 'usually more pronounced' she goes on to say that 
'the ardst is by no means consistent in his use of this detail.'81 I would 
contend that, even though there are inconsistencies in the appearance of 
the couple—and not just the couple, the Logos' appearance varies very 
considerably, as does that of the tempter—the artist, unlike the majority 
of his Carolingian predecessors, leaves us in no doubt which is male 
and which is female. Other than wheie her breasts would be hidden by 
her pose on page 36, Eve always has nipples. This last instance seems 
odd, as Adam does have nipples, but is unmistakeably male because 
of his beard. Adam, too, as Karkov has said, is frequendy shown with 
nipples, but not consistendy so and these being depicted in the centre 
of his breasts. Eve, on the other hand, has nipples that are not only 
more prominent, but difierendy placed, being drawn at the bottom of 
the breasts, to give an impression of full, hanging breasts in contrast 
to the flat male chest of Adam. Karkov deals with another instance of 
pictorial displacement in the scene of Noah's drunkenness, which she 
"" Karkov, Text and picture in Anglo-Saxon England: narrative strategies in the Junius 11 
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argues is placed at the end of the story for effect. I see no reason why 
the undoubtedly female figure on page 24 should be declared to be 
Adam, simply on the grounds of the adjacent text. Here the text has 
clearly influenced Karkov as she sees suggestions of the demonic in the 
tempter here. While one might expect that the temptation of Adam 
would be shown, this is by no means the only episode not illustrated 
that a modern reader would expect to be shown; however, we must 
consider what aspects were important to the late tenth century artist 
and his readers. A twenty-first century perception of the story, and 
today we tend to concentrate on the narrative aspects, can differ very 
considerably from that of the tenth century, which in its turn is not 
necessarily the same as the ninth century poet's intention. It cannot be 
emphasised sufficiently that the miniatures relate only to a late tenth or 
very early eleventh century interpretation, and that being so, the absence 
of illustration is as important and telling as what is represented. 
One of the more intriguing problems is the use of red or brown ink for 
the outline drawings. Karkov maintains that this is in no sense colour 
typology, except for the fall of Lucifer and the rebel angels on page 
3,82 whereas Ohlgren considers that the usage up to the end of the 
fall narrative is indeed based on a colour typology. He claims that the 
use of red or brown ink in the drawing of the outlines of Junius 11 is 
used to emphasise the significance of certain aspects of the work, and 
that red was 'usually reserved for the Deity,'"1 and that the colour usage 
'contrasts two modes of spiritual existence, one blessed and the other 
damned.'84 While I am in agreement with him that colour is used to 
emphasis certain aspects, to my mind his division is a great over-sim-
plification of the matter and cannot be taken as the basis for a colour 
typology or to support an argument for typological style in an icono-
graphie programme in Junius 11 or other Anglo-Saxon work.ö, A closer 
analysis shows a great deal of inconsistency in the use of red or brown 
ink for outlines and it is certainly not clear cut that 'The colors red 
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and brown are employed by the artist to reinforce the thematic contrast 
between the blessed and the damned, the faithful and the faithless, the 
obedient and the disobedient.' I have considered only those miniatures 
that deal with the creation and the fall of man, but it is only for these 
miniatures that this 'thematic contrast' is claimed.Bb 
All miniatures from pages 3 to 34 contain some red, all, except for 
page 13, red outline. From page 36 the use of red is much less: a small 
amount of red decoration appears on page 41, and red outline on page 
44. It is also clear that red is not reserved for heaven, God and the 
Unfällen angels. While it could be argued that on page 3 Lucifer and his 
followers had not yet fallen, they were still in the act of rebellion, which 
does not agree with assertion that red is used to denote faithfulness. 
Nowhere is the Logos shown in full red outline: the greatest amount 
of red outline is to be found on page 3, but the head and features of 
the Logos here arc outlined in brown. In most cases the red outline 
of the Logos is confined to his toga, a sleeve and one hand. It is note-
worthy that it precisely these features that are oudined in red when the 
tempter is shown in his angelic form. Altogether Lucifer, the serpent 
and the tempter are shown with red outline on four occasions -with 
the serpent having red decoration on another two. Heaven is shown 
in red on two occasions while the hell mouth receives subsidiary red 
outlines, also on two occasions; and further, the stones of hell have 
red outlines on page 16. While the Logos is shown with red on more 
occasions—seven than Lucifer/ serpent/ the tempter, and heaven 
has more red than hell, the frequency of use for the 'negative' subjects 
precludes Ohlgren's somewhat simplistic division. 
Nevertheless, the use of red has significance; the fact that brown lines 
have been gone over in red makes this clear. This idea is reinforced 
by the figures where part is drawn in red and part in brown. It is very 
noticeable in the figure of the Logos on page 3. There the figure is 
drawn in red, except for his face, but the lances in his hand are in 
brown. The extremely careful division of lances and hand shows that 
not only was this intentional, but carefully worked out. Nor would I 
argue with Ohlgren's conclusion that colour is used to heighten con-
trast, but would suggest that the colour usage is both more and less 
complex than Ohlgren sees it. It is more complex because, as has been 
shown, the 'good' are not simply depicted in red and the 'bad' or fallen 
See appendix C for a detailed analysis. 
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in brown. In my view the desire of the artist to emphasise certain 
aspects and contrasts, to bring across his narrative in an immediate 
and telling way, is the reason for the choice of ink colour. It is less 
complex, because if we compare it with the textual narrative, wc can 
see a pattern of vocabulary analogous to the use of red ink. In spite 
of Ohlgren's assertion that 'The artist... has deliberately attempted to 
approximate certain poetic techniques and themes in pictorial form,' 
he has not taken the actual vocabulary of the poems into account, 
perhaps because he was trying to tie the visual narrative tightly to a 
dominant textual narrative. There is indeed a vocabulary of contrast, 
when the poets, especially the author of Genesis B, deal with the fall of 
the rebel angels and the temptation and fall of man. In my opinion 
the use of red ink is linked to a vocabulary of light, and the instances 
where red is used are when the artist wants to draw attention to this 
aspect of the story, but unlike the poet, the artist draws attention to 
those aspects only when there is a contrast. If red were to be linked 
chiefly to God, then the Logos would be consistently shown in red. The 
fact that the Majestas on page ii is in brown ink should be sufficient to 
dispense with this idea. The fact that red is used very sparingly in the 
creation scenes is because there was no need to emphasise that God 
and his creation were splendid. 
The first major use of red is on page 3 showing Lucifer's rebel-
lion and fall. If Lucifer was shown in red because he was still one of 
the blessed, this contradicts the fact that he is shown poinüng out his 
throne in the 'north and west' and urging his followers on. These same 
followers also have significant parts outlined in red. This is an act of 
rebellion, and thus Lucifer and his supporters already belong to the 
damned. Nor do the loyal angels receive much red. Clearly the use of 
red cannot be on the lines of saved/damned. It is not only the use of 
such words as 'leohte' and 'wlite,' but their context that is significant. 
The fall of Lucifer is recounted three times, becoming more elaborate 
with each retelling. In the first the rebels are described as 'crowned 
before with radiance and light' and being cast into a place 'enshrouded 
in eternal night' and become 'dusky spirits,' 'cloaked in night.' The 
second version of the fall of Lucifer is found in Genesis Β and gives a 
fuller account and more graphic descriptions. Lucifer is described as 
'radiant hued,' 'like unto the shining stars' and showered in 'heavenly 
light.' He found that 'his form was beautiful and bright, gleaming and 
fair of hue.' As a punishment for his presumption, God cast him and 
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his followers into 'darkness, deep under the earth,' in the 'mirk of hell' 
to suffer the 'never-ending watches of the night.' His followers had 
'sought another home devoid of light and filled with fire—a mighty 
flaming death' where Satan addressed them, he 'who formerly was fair-
est of angels, most radiant in heaven' whom God had hurled down to 
'depths of torment on that bed of death' and told to be ruler of the 
'black abyss.' The story is then told through Satan's eyes: he who had 
been 'God's angel, radiant hued in heaven' but now, as he says, suffer-
ing 'hell, fire and darkness, bottomless and grim' in the 'black mists.' 
Twice Satan says God has robbed them of 'light' and then that he no 
longer has 'any hope of light.' 
The continual emphasis of the contrast between light and dark is an 
essential element of the story. It is the emphasis between two states; in 
this sense Olghren is correct to say that it is between the blessed and the 
damned, but it is not a simple contrast between those who are faithful 
and those who rebel. Light is inherent to the angelic state, but it is given 
by God—God created Lucifer and made him the fairest and brightest 
of the angels: as a result of his rebellion God takes that light from him. 
Lightness and radiance are in God's gift, and the deprivation of these 
is the punishment for sin. There is a great deal of difference between 
the emphasis laid on this contrast, and that between the rebeUious and 
loyal angels; the latter merit scarcely a mention. We are simply told 
that 'the angels who kept their faith with God dwelt in the heights of 
heaven.' The artist of the Junius manuscript reflects this emphasis by 
showing this contrast between darkness and radiant light. Where there 
is no contrast, or very little, he uses brown ink, even when depicting 
scenes, such as the Christ in glory on page ii, in which wc may assume 
that light was essential. Like the poet, the artist, in the scenes in which 
he uses red, is making sure that the consequences of the rebellion and 
the changed fate of Lucifer is apparent. The same applies to page 17. 
The Logos may be largely shown in brown, but he is surrounded by 
light, as if light is emanating from him, the actuality that gives radi-
ance, and it is the radiance that is perceived. This contrast is made the 
more extreme and poignant because it is how the fallen angels perceive 
themselves. Lucifer, in his pride, saw himself as 'gleaming and fair of 
hue,' and he is equally aware of his loss of light. 
When the miniature on page 20 is viewed in this light, the use of 
red and brown becomes also a question of emphasis the world of 
light that the humans enjoy before the fall is contrasted with that 
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of the dark world of Satan, (fig. 20) Nor would it be lost on the tenth 
and eleventh century reader that in this circular composition we are 
seeing a preview of man's fate too: he to will be bereft of light and 
forced into a world of death and darkness, as a result of his own faults. 
As Karkov says, this miniature encapsulates the events leading up to the 
fall of man, but it also prepares the reader for the tragic consequences, 
and puts before him with clarity the results of sin. The use of red and 
brown here is again used to emphasise what the poet will say. 
The illustration on page 20 introduces a new factor into the use of red. 
It brings the human element into play. Up to this point the contrast has 
been between the state of the rebel angels before and after they fell, 
and their awareness of their state, whether of brightness or darkness. 
So much is clear from the text, and the illustrations depict not only 
how they were, but how they perceived themselves to be. From now 
on we see through human eyes, and more particularly through Eve's 
eyes. It has long been a source of puzzlement why Eve's vision was not 
illustrated: as Vickery has pointed out, it is central to man's fall. Not 
only is Eve convinced by this vision, but because of it she is able to 
convince Adam. It is possible that the miniature on page 20, while it 
does not give Eve's vision of God in Majesty—the vision she describes 
to Adam—it does give a view of paradise, as Eve saw it after tasting the 
apple. Then 'the heavens appeared to her more radiant, and the earth 
more fair, the great and mighty handiwork of God.' This would make 
sense of the serpent being shown in red, and in the following pages 
the tempter, not only being shown as an angel, but also being partially 
in red: she describes the tempter as a 'radiant messenger' and she can 
tell by his attire he is a 'herald of our Lord, the King of heaven.' The 
artist, then, is giving us a picture of the world as it appears to Eve. 
This world does exist and she does see it; she perceives it as radiant. 
This may be a clue as to why the vision of God in Majesty is not 
shown —that is not a true vision; Eve does not truly see God enthroned. 
The poet makes it clear time and again that Eve had no thought of 
rebellion, no desire to disobey God, but her 'heart and erring wisdom' 
were deceived. It may be said that this is the main theme of this part 
of the poem, that man's sin is his 'erring wisdom' of not being able 
to distinguish good from evil, however paradoxical this may sound in 
the context. The text insists that words and long arguments were used 
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to seduce both Adam and Eve. Eve is blackmailed and bullied by the 
tempter after his unsuccessful attempt to convince Adam.87 
I know God's anger will be roused against you when from this journey 
through far-stretching space. I come again to Him, and bring this mes-
sage, that ye refuse to do His bidding. 
As He hath sent commandment hither from the East. He needs must 
come and speak with you, forsooth, nor may his minister proclaim His mis-
sion! Truly I know His wrath will be kindled against you in His heart! 
But if thou, woman, wilt hearken to my words, thou mayest devise good 
counsel. Bethink thee in thy heart to turn away His vengeance from you 
both, as I shall show thee. Eat of this fruit! Then shall thine eyes grow 
keen, and thou shall see afar through all the world, yea! Unto the throne 
of God, thy Lord and have his favour. Thou mayest rule the heart of 
Adam, if thou incline to do it and he doth trust thy words, if thou wilt 
tell him truly what law thou hast in mind, to keep God's precepts and 
commandments. His heart will cease from bitter strife and evil answers, 
as we two tell him for his good. Urge him earnestly to do thy bidding, 
lest ye be displeasing to the Lord your God. If thou fulfil this undertak-
ing, thou best of Women, I will not tell our Lord what evil Adam spake 
against me his wicked words accusing me of falsehood, saying I am eager 
in transgression, a servant of the Fiend and not God's angel. But I know 
well the angel race, and the high courts of heaven. Long ages have I 
served the Lord my God with loyal heart. I am not like a devil 
The use of red in the upper register of page 20 may be the artist's way 
of emphasising the deception played upon Eve, or even the degree of 
her self-deception. The world is fair, and still fairer in her eyes, including 
the tree and the serpent. Nor would this contradict Karkov's reading 
of the figures of Adam and Eve pointing to the initial A on page 21, 
the upper head of this zoomorphic initial echoing that of the serpent 
on page 20. Once the tempter's duplicity is revealed, Eve mourns, not 
only because she has broken God's commandment, but because 'she 
beheld the radiance disappear.' I think we can take it that 'radiance' 
refers not only to the changed appearance of the tempter, or even 
the fading of the heavenly vision, but also that brilliance that she had 
perceived in paradise. From this point the use of red in the illustra-
tions is severely limited. The life of ease and pleasure in paradise has 
ended: the text makes clear that Adam already suffers from hunger 
m
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and thirst, and he worries what they can do without food or shelter. 
Genesis Β ends with Adam bitterly regretting that he ever saw Eve, and 
the couple hiding, not from God, but from each other, and beseeching 
God to forgive them. The artist shows their world, as they now see it, 
shorn of its radiance and glory; only a glimpse of the glory of God as 
he pronounces sentence is vouchsafed the fallen pair. Just as the poet 
succeeds in causing the reader to identify with Adam and Eve, the artist 
gives added dramatic impact to his visual narrative by showing places, 
people and events as they appear to the protagonists. 
There has been considerable discussion as to whether the tempter 
actually took on the form of an angel. The text is, indeed, ambiguous 
and it is perhaps a measure of the unacknowledged influence of the 
illustrations that this has often been taken to be so without any further 
discussion. Certainly Burchmore argues persuasively that Eve's percep­
tion was faulty88 It is indeed possible that the artist wanted to show Eve's 
perception as faulty, but we are seeing through her eyes and thus for us 
the perceived reality is that of an angel. Nor must we forget that the 
tempter is more than once portrayed as angel. In the Apocalypsis Mosis 
Eve tells that she saw Satan 'like an angel' when he tempted her. In the 
Vita Adae et Evae again the devil appears to Eve in the form of an angel 
to persuade her to break off her penance. Perhaps more significandy, in 
the Old English poem Juliana, again a subordinate devil takes the form 
of an angel to tempt Juliana and, when discovered, admits it was he 
who tempted Adam and Eve. Evans also notes that there was a 'good 
patristic precedent for the angelic temptation.'89 According to Tatian, 
Justin Martyr and Irenaeus, Lucifer fell because he tempted man, and 
this may have had some influence on such a tradition. That a tradition 
existed is evidenced by its occurrence in later mystery plays such as 
those of Norwich and Coventry.90 While the visual representation of the 
tempter as an angel is extremely rare it is not unique to Junius 11. On 
f.6r of La penitence dAdam, Pans Bibliothèque Nationale Ms. Fr. 1837 is 
a miniature by the Bruges Master of 1482 showing the scene described 
in the Vita. In this the tempter takes the form of a red-robed angel. 
These instances are obviously much later than the Junius manuscript, 
"* Burchmore, "Traditional exegesis and the question of guilt in the Old English 
Genesis Β " 
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and extremely sporadic, nevertheless they are worthwhile noting as 
indications that such ideas were in circulation over a long period. 
Another problematic miniature is that of the creation of Eve on page 
9. Genesis A gives an account of this—that of Adam is missings with 
the command to increase and multiply. However, there are elements 
in the illustration of the creation of Eve that do not seem to come 
from the text of A, in particular, the ladder, Michael and the angels 
in heaven. It is possible that these refer to Adam and Eve being like 
angels, or to the fact that God planned man to take the place of the 
fallen angels—he might people with a 'better host, the great creation, 
the native seats and gleaming mansions.' However this does not account 
for the ladder, reaching from paradise to heaven. The ladder is occu-
pied by an angel in the illustration, and the titulus states 'fier godes englar 
ästigen of heouenan into paradisum.' Karkov takes the whole miniature to 
express more than the creation of Eve. It is, in her view, the return of 
order and stability in heaven, the 'filling of the void created by the Fall 
of the rebel angels,' a pre-figuration of the expulsion, last judgement 
and Jacob's ladder, linking Adam not only to Jacob, but to the rest of 
Genesis.91 Olghren sees in it a reference to Matthew 16:19 and possible 
references to Isiah 40:20 and Bede's reference to Clement's discussion 
of creation. He mentions the ladder as a 'striking detail,' but makes 
no further comment on it.92 In his conclusions he interprets Michael 
standing in the doorway as foreshadowing the 'end of man's spiritual 
exile,' the final days being the 'consummation toward which the entire 
biblical message of redemption is directed.'93 
As the matter stands, the interpretation of page 9 obviously causes 
some difficulty. However, it is possible that an angel or angels at these 
scenes could have been an iconographie tradition.94 This still does not 
account for either the number of the angels—nine including Michael 
and the angel on the ladder—since this is not in accordance with an 
angel representing the days of creation, nor does it account for the lad-
der or the angel's place on it. Olson comments on the later parts of the 
91
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Old English Hexateuch that the ladder is frequently used as a means of 
expressing communication with God, the means by which God moves 
from one domain, the heavenly, to the other, the earthly.91 However, in 
this miniature neither God nor man is on the ladder. Obviously it binds 
heaven and paradise, the human and the angelic, but in what sense? In 
this the titulus only raises more questions. Neither Karkov nor Olghren 
discuss the titulus, and even Krapp merely records it without comment.90 
Nor does Stanley mendon it.97 At first sight it seems simple enough. A 
straightforward translation would be 'Here God's angels descend from 
heaven into paradise.""1 We are then faced with question as to why the 
angels should descend into paradise. This discussion is not without its 
consequences for the interpretation of the scene. If it is to be regarded as 
an indication of man's original destiny to fill the place left by the fallen 
angels, which would seem to be more than reasonable, it does not deal 
with the problem raised by the titulus. Even if we regard the titulus as 
meaning 'ascending to heaven from paradise' why then does it talk of 
God's angels, and not man? What is possible is that when man is not 
just 'englum gelice,' but worthy of heaven by being a new angel, he will 
then ascend. In this case the angel on the ladder would be man as he 
was intended to be, and the ladder would indicate that he must work 
to achieve this—he must ascend from his earthly self. This would be 
consistent with Michael, not barring the way but holding out his hands 
in greeting, and the angel on the left of the door holding it open and 
prominently showing the key. The door to heaven was closed to man 
until he was/is worthy. The key, as Karkov has pointed out, bears a 
strong resemblance to the key brandished by St. Peter on f. 7r of the 
New Minster Librum Vitae, possibly a reminder that the way to heaven 
was via the Church.99 A further indication that this was the intended 
meaning is found in the Rule of St. Benedict itself where in chapter 
seven it discusses humility and the grades of humility necessary to 
reach heavenly perfection. There it likens the two sides of a ladder to 
'
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the body and soul striving for that perfection.100 The problem of this 
ambiguity in the titulus may be due to the writer, possibly slightly later, 
misunderstanding or not being very familiar with the Rule. It is worth 
remembering that ^Elfric wrote his letter to the monks of Evesham so 
that they would understand the Regula Concordia, based on Benedictine 
Rule, by which they were supposed to live. It is clear that the same hand 
was not responsible for both the tituli and the body text. Certainly this 
particular titulus was not an instruction to the artist as it was written 
after the drawing was made. Under magnification it can be seen that 
a number of letters are written over the red frame at the top of the 
miniature. It is possible, given the somewhat unconventional aspects 
of the work that a reader, possibly less learned than the makers, tried 
to define the illustrations. The fact that the other tituli are all very 
straightforward and the use of them ceases as both the poem and the 
illustrations become more difficult, suggests that it is possible that the 
reader became discouraged in the attempt. 
All the miniatures considered here are the work of one artist, and he 
seems to have developed a narrative that both lends the same dramatic 
force as the textual narrative, and also gives the same understanding to 
the dilemmas of the first pair. The miniature of the creation of Eve 
is a case in point. Ignoring for the present the problems of the ladder 
and angels, the miniature shows the creation of Eve in an intimate and 
immediate way. The composition is complex, not following a 'reading' 
or chronological order, the axis being the angel on the ladder. The eye 
is led naturally to the group of angels standing in the door of heaven 
and then follows the column down to the sleeping Adam and the Logos 
100
 Unde, fiateres, η summae humilitatis volumus culmen attingere et ad exaltatwnem illam 
caekstem ad quam per praesentis mtae humihtatem ascenditur volumes velonter pervenire, actibus 
nostns ascendentibus scala illa erigenda est quae in sommo lacob appariât, per quam ei descendentes 
et ascendentes angeli monstrabantur. Non aliud sine dubio descensus ille el ascensus a nobis inlellegilur 
nisi exaltalione descendere et humihtate ascendere. Scala vero ipsa erecta nostra est vita in saeculo, quae 
humiliato corde a Domino engatur ad caelum. Latera enim eius scalae diamus nostrum esse corpus et 
ammam, in qua latera dwersos gradus humilitatis vel duaplinae evocatio divina ascendendo inseruit. 
Thus, brethren, if we wish to reach the greatest height of humility, and quickly arrive 
at that heavenly exaltation to which, in the present life, ascent is made by humility, 
then climbing by our actions, we must erect the ladder that appeared to Jat ob in his 
dream, by which angels ascending and descending were shown to him (cf. Gen 28:12). 
Without a doubt, we understand this ascending and descending to be nothing but that 
we descend by pride and ascend by humility. However, the erected ladder is our life in 
the present world, which, humble heart, is lifted up to heaven by the Lord. For we say 
that our body and our soul are the two sides of this ladder; and to these sides divine 
calling has set various degrees of humility or discipline which we must mount. 
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withdrawing the rib. This scene is balanced by the scene on the other 
side of the ladder, the animation of Eve. In both of the scenes the 
Logos bends towards the human, implying a closeness and concern. In 
particular the artist shows the relationship between Eve and the Logos 
as one of affection and trust. Eve looks up at her creator with adoration, 
her hand held up in wonder. For his part the Logos holds her hand 
and looks down at her: even more than in the Touronian Bibles she is 
shown as an independent creation of God, her relationship with her 
Lord not dependent on Adam, but immediate and direct. The artist 
already prepares for Eve's good intentions by showing her loving and 
worshipful attitude to God. It is even possible that the physical differ-
ence shown between the Logos in the two scenes is also preparing the 
way for us to see the narrative unfold through Eve's eyes. The angels 
in heaven and the ladder could have been referred to in the missing 
leaves, or that there was something that caused the artist to emphasise 
this link between the heavenly and earthly creations. It is also possible 
that the miniature is a metaphor for the words of the Benedictine Rule 
and its ascent of the ladder of humility, with Adam representing the 
soul and Eve the body. 
The missing leaves seem likely to have contained part of Genesis B, as 
this part of the text begins with God's command not to eat the fruit 
of 'that one tree' and they must beware of that fruit. Adam and Eve 
bow before him and thank him 'for all, for His teachings and coun-
sels.' This could refer to lines 196 205 of A, in which the humans are 
told to be fruitful and are given dominion over 'the salt sea, and over 
all the world,' but as this is immediately followed by a description of 
paradise, it would seem likely that a good deal of text is missing. If we 
assume that the artist's intention was to let us see the world as Eve saw 
it, this accounts for what is often seen as a strange omission. Various 
miniatures, those on pages 11,13 and possibly 20, seem to be Adam 
and Eve with the trees of life and the knowledge of good and evil. 
The text goes into great detail of the differences between the two and 
the consequences of consuming their fruit:101 
... two trees laden with fruit and clothed in increase. Almighty God, High 
King of heaven, had set them there that the mortal sons of men might 
choose of good and evil, weal and woe. Unlike was their fruit! Of the 
Ch. XI, 460-500. 
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one tree the fruit was pleasant, fair and winsome, excellent and sweet. 
That was the tree of life. He might live for ever in the world who ate 
of that fruit, so that old age pressed not heavily upon him, nor grievous 
sickness, but he might live his life in happiness for ever, and have the 
favour of the King of heaven here on earth. And glory was ordained for 
him in heaven, when he went hence. 
The other tree was dark, sunless, and full of shadows: that was the 
tree of death. Bitter the fruit it bore! And every man must know both 
good and evil; in this world abased he needs must suffer, in sweat and 
sorrow, who tasted of the fruit that grew upon that tree. Old age would 
rob him of his strength and joy and honour, and death take hold upon 
him. A litde time might he enjoy this life, and then seek out the murky 
realm of flame, and be subject unto fiends. There all perils are the worst 
for men for ever. 
On none of the pages does the artist make an attempt to difièrenüate 
between the trees. Ohlgren limits the trees to the miniature on page 
20 and is obviously puzzled by the fact that there is no real difference 
between them, only identifying the tree of knowledge by the serpent 
coiled round it.102 Karkov is less concerned with the lack of differentia-
tion, being more concerned to point out, that despite the missing leaves 
there is no real disruption in either textual or visual narrative.'031 agree 
with Karkov that page 13 of the manuscript shows Adam and Eve with 
the two trees and that, to a certain extent, the distance between the 
couple and God is shown by his withdrawal in a mandorla, where he 
is depicted, not full face but in profile. This is clearly a candidate for 
a representation of the two trees, as Genesis Β begins on page 13, and 
the ban is given. However, if we look at the visual narrative, instead of 
making the one-on-one attempt to tie the miniatures precisely to the 
text, supplementary readings are possible. The miniature on page 11 
shows the Logos within a walled city, standing on a raised platform, his 
right hand held up in blessing or instruction and his left holding a book. 
Below him are the two humans, Adam on the left, Eve on the right, 
separated by a tree. Both of them reach out and hold a branch of the 
trees beyond them and under their feet are various animals. Without 
question this can be regarded as man's dominion over the animals, but 
there could also be other references. One of these could be the biblical 
"
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command to increase and multiply: the branch held by Adam bears a 
phallic-shaped cluster of fruit and that of Eve a triangular flower with 
a round centre. The dominion over the beasts and the command to 
multiply could be conflated here. However, there is more to the min­
iature. The Logos has already partially withdrawn, leaving the earth 
to man. The raised fingers and the book denote both his blessing and 
his laws. The architecture is possibly a reference to Augustine's city of 
God, but more importantly here is the fact that the wall surrounding 
the deity is interrupted at his feet by a thin line. Even this line is broken 
by the topmost leaves of the centre tree. Is this, then, the tree of life, 
the cosmic means by which man can ascend to heaven, carrying within 
it an implication of Christ's death on the cross? The miniature encap­
sulates the situation as God gives the world to man—man's dominion 
under the law of God, his tie with the earth and even with sexuality 
or procreation, but with his eyes firmly fixed on God and heaven, with 
the tree as a binding factor. The ram that rests under Adam's right 
foot may be regarded as an intimation of sacrifice and the reflection 
of future redemption that will be necessary. 
The miniature on page 13 shows the couple with their attention on 
each other, above them the Logos is present but no longer active in 
their afiairs. Both point to a different tree, and since the animals below 
them are busily eating it may be possible that their gestures indicate 
a discussion on the edibility of the fruit. However it may refer to the 
apocryphal tradition that Adam had care of the male animals and Eve 
of the female. What is clear in this miniature is that the two are left to 
their own devices the earth is theirs and their actions and decisions 
are theirs alone, but they are always answerable to God. The message 
here is free will, under the law of God. This brings us to the question 
of why the artist has not made clear which tree is which. Is this because 
in the textual narrative doubt is sown? Is it because the difference is 
only visible to the spiritual eye, not the physical? If the latter is the case 
then we are faced with the irony of knowing that one of the trees is 
death, but we arc no more certain of which than Adam and Eve. Once 
again the artist has placed us in the position of the protagonists; we 
see through their eyes, we share their knowledge and doubts. 
A does not (now) include a description of the fall, so the question arises 
as to whether that part of A was already lost when the manuscript was 
made, whether it was given on the missing leaves or whether it was delib­
erately omitted in favour of the account in B. The question of why Β 
MONASTIC REFORM AND MAN'S FATAL FLAW 187 
is interpolated can never be satisfactorily resolved. It repeats material 
already used in A, chiefly the fall of the rebel angels, but does so in a 
much more dramatic form and gives Lucifer's version, even his denial 
of any wrong doing:104 
God has thrust us out into the black mists. He cannot charge upon us 
any sin or evil wrought against him in his realm! Yet hath he robbed us 
of the light and cast us into utter woe. 
This unusual position has long been regarded as Milton's inspiration 
for book II of Paradise L·st. It certainly has a dramatic impact on the 
story; the reader is allowed a glimpse of the plans of Satan for revenge 
and of the feelings and motives that drive him. The illustrations can 
give an indication of how Lucifer's sin and punishment were viewed 
in the late tenth century. It has been remarked that the Anglo-Saxons 
were more comfortable with heroic pagan virtues or vices than with 
Christian gentleness.105 While it is always a risky business to rely on a 
modern day aesthetic or social response to a picture, I think it can be 
safely said that any romantic ideas of Lucifer as a 'dark hero,' defiant 
and magnificent in defeat, is not the visual interpretation here. It is 
indeed doubtful that such an idea would be considered in the Middle 
Ages and is probably the product of Romantic readings. In no way is 
Lucifer, once transformed into Satan, a heroic figure. The poet uses 
terms such as 'thegn' and 'mead hall,' but these I think must be regarded 
as the terminology of the day and not an attempt to bring a heroic 
dimension to Lucifer's revolt. The artist is totally unambiguous here. 
Hell is shown as place of flames and torment and Satan as bound, 
held inactive and forced to work through underlings. Not only is his 
beauty obliterated but it is transformed into bestiality; he is shown with 
a short pig-like tail (page 16), snake-like locks of hair; he is wingless, 
except on page 20, and always naked. He is thus deprived not only of 
his angelic appearance, but set apart from human dignity. His follow­
ers too, are shown naked—although the tempter wears a ragged kilt 
as he gloats over his success and even occasionally have genitalia; 
they twist and turn, tumble and fight among themselves, clearly the 
antithesis of the calm and dignified angels. They are numerous, often 
small, but frequendy appearing in odd corners of hell. Satan is bound 
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and his powers thus limited: he is not God's rival and there is nothing 
of a dualistic theology here. In this sense the portrayal of Satan in 
the miniatures is both optimistic, he is not a mighty and supernatural 
power for evil, and a warning that evil can be sly and insidious, work­
ing through unexpected means on human weakness. 
Nowhere in the Genesis is the serpent said to be Satan or any other 
devil, nevertheless such would be the assumption of any medieval 
audience. Β makes clear that the tempter is not Satan, but one of his 
followers—indeed one of his thanes—who would 'have reward for ever, 
of all that we may win to our advantage, amid these flames' if he can 
bring about the fall of Adam and Eve—not just Adam, but Eve as well. 
The tempter's first attempted seduction is that of Adam, who doubts 
the good faith of the messenger: God need 'not send his ministers.' 
Then follows the successful temptation of Eve, a temptation based on 
fear and threat, not on any hope of aggrandisement, and the tempter's 
bone fides 'established' by the vision of God in glory. The poet makes it 
clear that she still believed that she was acting for the best when she 
asked Adam to taste the apple.'06 
All this she did with good intent, and knew not so many evils, such grim 
afflictions would come upon mankind when she was moved to hearken 
to the counsels of the evil herald; but she hoped to win God's favour by 
her words, showing such token and pledge of truth unto the man, that 
the mind of Adam was changed within his breast. 
Nor does Adam simply accept Eve's assurances. 'Long she pled, and 
urged him all the day.' The unconventional approach continues when 
Adam and Eve realise, even without God's presence, that they have 
sinned and make no attempt to shift the blame—at least Eve docs 
not—Adam is first inclined to reject her. Genesis Β leaves the pair 
covering their nakedness with leaves, but 'bowed in prayer; and every 
morning they besought Almighty God, the gracious Lord, that he would 
not forget them, but would teach them how to Uve thenceforward in 
the light.' 
One of the questions that arises is why is Adam's first temptation not 
shown? Again if we look at the visual narrative instead of trying to 
link each incident to the text we see on page 24 Eve standing before 
Ch XIII, 706-711. 
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the tempter holding the apple in her left hand,107 and holding her left 
elbow in her right hand. This Gamier gives as a sign of perplexity or 
impotence.108 The tempter holds his hands out to Eve, both with index 
fingers extended in a clearly rhetorical gesture. Thus, we have a dubious 
and uncertain Eve confronted with a persuasive tempter. If we want to 
link this to the text then an obvious point would be the tempter con-
fronting Eve with Adam's supposed disobedience. What is important 
here is the artist's insistence on Eve's bewilderment and reluctance: 
she does not immediately succumb to the tempter's suggestion. This 
hesitation is emphasised by the illustration on page 28, because here 
Eve does succumb and eat, while Adam is still dubious. Eve is shown 
accepting an apple from the tempter and eating another: her seduc-
tion is complete. In this miniature Adam leans a little forward towards 
the tempter, gesturing with his right hand and indicating the disguised 
devil with his left. His hesitation mirrors that of Eve on page 24. 
It might not be 'in step' with the text, but it shows very graphically 
Adam's refusal to accede to the blandishments of the tempter, while 
Eve is more susceptible. This would accord with the idea that Eve, as 
an allegory of the senses, is more emotional and easily swayed. The 
upper register on page 31 continues this symmetry, (fig. 21) The tempter 
on the left, still in his angelic form, gestures approvingly toward the 
pair. Eve, holding the apple, pointing to Adam and bending a little in 
a gesture of supplication hands it to Adam, who receives it with his 
right hand and gestures with his extended left index finger. The com-
position is in two definable halves with the apple as focus and apex. It 
is halfway above the centre of the upper register, and the eye is led to 
it by the pointing fingers of the tempter and Adam and by the sharp 
diagonals created by the arms and the tempter's wing. 
This is the crucial moment for the narrative. Adam's hand is on the 
apple, receiving it. In this series of three miniatures the artist has cre-
ated his own narrative and that is one of enormous tension, analogous 
to the tension built up in the textual narrative, but independent of it. 
The poet can describe at length the doubts of the humans, the rhetoric 
107
 In contradistinction to the Carolingian works we can speak of an apple here, as 
this fruit is specifically mentioned in the text It would seem then that in the interven-
ing 150 years the idea of an apple, rather than a fig as the fatal fruit had taken hold, 
at least in northern Europe Whether the ninth century Old Saxon version mentions 
apples, I do not know, but if it does it would be consonant with delay often found 
between verbal and visual expression of ideas 
m
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and tactics of the tempter, arousing the sympathy of his readers by 
stressing the good intentions of one and the evil designs of the other; 
nor does he omit to mention the terrible consequences of the fall. 
Despite the reader's knowledge of the outcome, in an acknowledged 
masterpiece of writing, he becomes a witness to the actual events. The 
artist builds a similar sort of tension by emphasising the length of time 
it takes to achieve the devil's ends. In the first of three miniatures he 
tries his wiles on Eve, and while she is shown holding the apple she 
has not yet eaten. We are left in suspense for four pages until on page 
28 she is shown eatings but at the same time a new tension is built. 
Will Adam too succumb? Again we must wait, this time for three and a 
half pages, and then with immense visual rhetorical skill we see Adam 
take the fruit, but not eat it. The reader's imagination must supply that 
scene—the missing link between Adam reaching for the apple, and the 
outcome still not wholly certain, and the scene of the cowering and 
dismayed humans and the triumphant, crowing devil, now revealed in 
his true form. Again the allegorical element comes into play: the senses 
work on the intellect and subvert it. More than this, the artist again 
enhances the drama in the composition. Adam's foot points down at 
the triumphant devil, who again points to the fallen pair. The couple 
have literally fallen, they are on their knees and the eye must follow 
them down. The tension and drama that the artist has built up is sud-
denly broken off the deed is done and its consequences are already 
felt. The abject position of Adam and Eve contrasts with the jubilant 
pose of the tempter, both parties knowing that man has fallen and 
failed his Lord. 
It is not known for whom Junius 11 was made, and it is always easy 
to read too much into iconographie elements. Nevertheless the large 
size, the extensive (proposed) cycle of illustration, the quality of the 
parchment and the relative quality of the script point to a work of 
some importance. It is usually attributed to Christ Church, Canterbury, 
an attribution strengthened by the stylistic and iconographie similari-
ties to Utrecht Psalter, which was certainly there at this period. The 
devil shown jeering at Adam and Eve here is recognisably derived 
from that manuscript. One slight variation is noticeable: the locks of 
the devil's hair curl upwards in a tighter, more serpentine, form than 
in the Utrecht Psalter. This can be seen in other illustrations, but it is 
particularly pronounced here. It is possible that the artist knew a slighdy 
MONASTIC REFORM AND MAN'S FATAL FLAW 191 
older work, also probably from Christ Church, the Β part of the Leofric 
Missal in which a devilish Mors is shown.109 Is this a subtle reminder 
to the reader that man has succumbed not only to the devil, but to 
death, as God warned? It is possible. Whoever the intended reader 
was, they may have recognised the echoes of death in the triumphant 
devil. By choosing to illustrate the scenes he did, the ardst, his advisor 
or patron did more than create a suspenseful visual narrative, he put 
the emphasis on the human struggle against insidious evil. By making 
Adam and Eve cautious, showing them resisting the tempter's rheto­
ric, he does not paint them as evil, but creates a bond between them 
and the reader, and makes the story a living experience. The sense of 
identity thus created builds an awareness of the difficult choices that 
man must face each day, a continuous recreation of the circumstances 
of the fall, making it into a visual sermon. 
Most of what can be seen as the colour distinction in Junius 11 relates to 
the miniatures that can be associated with B. Is this, the artist's response 
to the greater dramatic impact, to the stronger contrasts, and to the 
expressions of thoughts and emotions given in direct speech? It seems 
to me that it is possible that Genesis Β was chosen to complement the 
older version because it brought out aspects that the more conventional 
approach lacked. It is likely that the artist would then respond by not 
only according those aspects extra emphasis, but also enhancing and 
dramatising his parallel visual narrative. By highlighting the contrast 
between radiant light, as it was perceived, and the sombreness of the 
fate of the fallen, he not only draws attention to the moral lesson, but 
gives an idea of how self-deception can be the cause of a fall from grace. 
It has been commented that the educated Anglo-Saxon reader would 
recognize the references to the last judgement, and would indeed be 
aware of a degree of irony in Eve's vision,110 but by making us aware 
of things as Eve sees them, the artist emphasises the ease by which 
we can be deluded, and how one can co-operate with self-delusion. 
The reader's knowledge of what the tempter is, of the plans for the 
downfall of man and of the event itself and its terrible consequences, 
m
 D.N. Dumville, Liturgy and the ecclesiastical history of late Anglo-Saxon England: four 
studiei (Woodbndge, 1992).' 
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is highlighted by seeing the events through Eve's eyes, so that we have 
a sort of double vision, illusion and reality. There has also been a great 
deal written on the fact that the poet seems to absolve Adam and Eve 
from all blame, and indeed the poet does stress the good intentions of 
Eve in particular.1" Whether emphasising the purity of Eve's motives 
is to absolve her from blame in ninth century eyes is very much a 
point at issue. 
Evans points out that Genesis Β is concerned with filling the hiatus 
left by the biblical story by supplying motivation for the actions, and, 
he continues, is not really concerned with the actions but the tension 
of human drama and dilemma in a given situation."2 This, while 
being true to a certain extent, is not the whole story. It is above all, 
the story of man and how death came to him. We cannot judge it by 
21st century ideas of what constitutes sin and what constitutes justice. 
Evans sums it up thus:" 3 
...their [Adam and Eve] errors of judgement, not sins, and the nem­
esis which overtakes them is determined by causal rather than moral 
law... The deed... was evil, and the deed is all that matters; the motives, 
the moral guilt or innocence of the agents, are totally irrelevant, for 
the law is implacable and a certain action will be followed by certain 
consequences regardless of the circumstances and the characters of its 
perpetrators. The path to Hell is paved with good intentions. 
The poet is at pains to point out that while the motive of Eve for eat­
ing the fruit and inducing Adam to eat it was selfless and pure, the 
consequences were the direst imaginable. These two aspects are con­
sistently juxta-posidoned, and if we take both into consideration, along 
with this close connection between them we see that while Adam and 
Eve are not condemned as evil, neither are they excused. It is true that 
the poet looks at the intentions of the protagonists, but this does not 
absolve them. We may also assume that the good intentions of the pair 
were relevant in the late tenth century, so relevant that the interpolated 
Genesis Β was not only brought into the work, but was the mosdy richly 
illustrated—and we can deduce this from the number of illustrations 
" ' Notably by Evans, "Genesis Β and its background." For a counter argument 
that the ninth century audience would not absolve the pair see Vickrey, "The Vision 
of Eve in Genesis B." 
"
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 Evans, "Genesis Β and its background." 
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and spaces left for the other parts. The poem is also the opening to a 
history of salvation, the story of man's fall and his redemption. The 
audience of Junius 11 would have perceived the human couple to be 
at fault. Their failing was to rely on the senses and emotions, those 
aspects that today would be considered as making them human. In a 
late tenth century context, particularly that of monastic reform, the 
striving to be worthy of God, to eradicate the human failings and weak­
nesses was the main goal. God's plan for mankind was to replace the 
fallen angels, and man must strive towards this end for his God, and 
for himself. The miniature of the creation of Eve, assuming that the 
reading that man's destiny was to replace the fallen angels is correct, 
can be seen as a prelude to this: heaven is within man's grasp, when he 
is more than man and has left human weakness behind. Far from being 
a lenient text, Genesis Β is a. stern and ascetic work. Nol great sin, but 
simple human failing and inadequacy are the faults, and these must be 
eradicated. The different fates of Lucifer and his followers and Adam 
and Eve make this clear. For Satan and his devils there is no redemp­
tion: they chose to sin, to rebel against the order of God. Adam and 
Eve were tricked by their own weakness and emotions, not by pride 
or ambition, not by greed or envy, but their own flawed perception of 
God's will. The original poem may well, as Burchmore suggests, have 
been written as a warning against heretics. The fact that it was written 
in Saxon and at a time that Christianity there was identified with, and 
indeed almost exclusively confined to the ruling class, gives a dimension 
that Burchmore did not take into account, but could well be considered 
a reason for such a work. Perhaps the fear was less of heresy than a 
relapse into paganism. There seems to have been little evidence of 
heresy, or fear of it in late Anglo-Saxon England, but paganism did 
threaten. More than that, the extremely unsettled political situation 
and the position of the Church, at one minute highly favoured, the 
next being reduced and limited, would perhaps give rise to a warn­
ing about evil counsellors. ^Ethelred was known as the uncounsellcd 
or ill-counselled, and not only in his reign, but in that of Edward the 
Confessor the depredations of the Norsemen, the sacking of abbeys 
and churches, the rebellious Godwins and the ills that beset the country 
could well have seemed the result of a lack of resolution. It is lack of 
resolution that brings about Adam and Eve's downfall, their failure to 
abide by what they know is right, and being swayed by their emotions 
and their senses. Monastic reform sought to bring the emotions and 
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senses under control, to adhere to God's word, and the problems that 
beset late Anglo-Saxon England could be seen as a warning for those 
who did not follow this path. 
Genesis Β gives a clear warning of how easy it is to fall into error, 
that even with the best of intentions an action may lead to disaster. 
Evil counsel can be disguised as good, and innocence is no protection. 
Only by steadfasdy adhering to the word of God can man hope to 
abide in God's favour. It displays the importance of the word of God 
as it is given, and acknowledged to be given. Those who claim to 
speak for God, but whose words run counter to those of God are not 
to be trusted. Man must use his spiritual eyes to discern the truth. It 
is the service of the artist that he reinforces this message; by showing 
us the two worlds, that as it is and that as Eve, the vessel of the senses 
and emotions, believes it to be, he underlines and makes visible the 
message. Lacking the opportunities of the poet to put such things into 
words he developed a dramatic and eflective visual language. The poet 
makes eflective use of focalisation: his story is not a simple account, 
but shows us the views of Satan and Eve, interspersed with his own 
comments, making sure the reader knows that, despite the motives of 
the protagonists, disaster is to follow. The artist, by using Eve as a lens, 
showing us her world and events through her eyes, not only increases 
the dramatic potential, but brings home to the reader the analogous 
situation in his own life. Most scholars have been less than kind to the 
artist of the Junius manuscript"4 and it is true that the miniatures lack 
the grace and liveliness of the Harley Psalter or the magnificence of 
such works as the Benedictional of yEthelwold or the Sacramentary 
of Robert of Jumièges. However, the artist has created a vital visual 
narrative wherein the reader not only sees the story unfold in a par-
ticularly tense and dramatic fashion, but is drawn into it as if he is a 
participant. This last must be seen to be a particularly effective means 
of bringing home the message, not a sugared pill, but an immediate 
reminder that the faults that brought about the downfall of Adam and 
Eve are just those weaknesses that are present, insidious and hidden, in 
the reader as well, and that the temptation to which they succumbed 
is just as real and immediate for the contemporary. 
114
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3.2.3 Dating and Context 
The date and immediate context of the Junius manuscript is extremely 
difficult, if not impossible to determine. It is generally dated circa 1000, 
but has been placed, chiefly on the supposed Ringcrike influence, as 
late as the second quarter of the eleventh century. The most recent 
attempt at dating is a convincingly argued article by Lockett."0 Taking 
into account palaeographical and codicological evidence, along with 
developments in decorated initials and illumination, Lockett comes to 
the conclusion that it should be dated somewhere between 960 and 
990. The emphases on steadfastness, the need to abide by God's word 
rather than relying on the senses and emotions that can be swayed 
by evil counsellors, seem to indicate the preoccupations of the reign 
of /Ethelred. Despite the efforts to rehabilitate this king in the eyes of 
posterity, his contemporaries seem to have had a much less favourable 
view of him."6 Nevertheless we must be cautious, as warning notes 
are sounded even in the 'golden' reign of Edgar, who was praised for 
upholding God's law, but criticised for introducing 'foreign' ways and 
foreigners to England. On his death he was praised because:"7 
No fleet however proud, 
No host however strong, 
Was able to win booty for itself 
In England, while that noble king 
Occupied the royal throne. 
The accession of Edward in 975, according to the Anglo-Saxon Chron-
icle, began with a time of trouble, heralded by the appearance of a 
comet. While taking account of his youth, the Chronicle, says that in 
his reign:"8 
God's adversaries broke God's laws; 
Hindered the monastic rule, and destroyed monasteries, 
Dispersed monks, and put to flight God's servants 
"
D
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Widows were robbed many a time and oft, 
And many injustices and evil crimes 
Flourished thereafter 
And ever afterwards things went from bad to worse. 
After Edward's murder, things did not improve with ^ithelred his 
reign, too, was introduced by a 'sign', in this case 'a cloud as red as 
blood.'"9 The raids that were to be a feature of this period commenced; 
the death and defeat of Byrhnoth and the subsequent buying off of the 
Danes in 991 receives special emphasis is both versions of the Chronicle. 
Both versions, too, remark on the fact that the tribute was paid on 
the advice of Archbishop Sigeric, and on the treachery of ealdorman 
yElfric, 'one of those in whom the king had most trust."2 0 
Not only was the general situation troubled and uncertain, but that 
within the Church was far from clear cut. In their study of the setde-
ment of disputes in which monasteries were involved, Rosenwein, Head 
and Farmer came to the conclusion that disputes of this type in France 
were very dependent on the prevailing local political conditions for the 
manner in which they were approached.'2 ' Much the same consider-
ations should be held in mind when discussing monastic roles in later 
Anglo-Saxon England. The reactions to Edgar's energetic support of 
the monastic reform movement were not always based on a bias in 
favour of secular clergy, but on the fact that old and new monastic 
establishments not only gained a great deal of power, but also land 
and wealth, often at the expense of the laity In his analysis of the 
struggles between the secular and regular clergy, and the conflicting 
claims of Edward the Martyr and ^Ethelred to the throne, Fisher notes 
that contemporary sources do not link the two, and that much of the 
'and-monastic reaction' had more to do with the fear and resentment 
of the now powerful landowning abbeys than pro- or anti-Edward 
factions.122 Dunstan's support of Edward and the comments of the 
Anglo-Saxon Chronicle should be sufficient to make that clear. Never­
theless, it is questionable whether secular and Church politics were seen 
as so completely separate to contemporaries. Certainly in the time of 
1 1 9
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Cnut and Edward the Confessor the earls tended to favour 'the more 
worldly and pragmatic piety of secular canons over that of Benedictine 
monks."23 Piety, and visible piety, was central to early medieval secular 
life, but it is very much the Question whether the generous donations 
made to the 'pragmatic' canons had their roots in a piety better under-
stood by the laity than the contemplative and liturgy-orientated way 
of life of the regular reformed clergy. The support of the canonical 
foundations may very well have been a counter-balance to the might 
of the royally favoured monasteries, and a defence of their own lands, 
and more particularly their own foundations. 
During the period from the accession of Edgar to the invasion of 
William the rivalry between the regular and secular clergy was a recur-
ring factor. Perhaps due to the fact that most accounts that we have 
are clerical, and monastic at that, the emphasis lies with the regular 
clergy and the support, or lack of it, received from the various royal 
houses. Nevertheless it is clear from charters and donadons that various 
religious institutions received active support from others than members 
of the royal family: whether an earl was a benefactor or a plunderer 
of monastic land and goods depended largely on the situation of both 
parties. While it seems to be true that many of the laity favoured the 
effectiveness of the canons and a 'personal' foundation, it is also true 
that the regular clergy considered itself to be more pious, holy and 
effective, and while there were elements of straightforward rivalry 
between the two it must also be considered that both parties considered 
themselves to be 'right.' 
Of particular interest is the Chronicle for 995, which tells of the hap-
penings at Christ Church, Canterbury, the probable origin of Junius 
11. We are told that on the death of the abbot Sigeric, ^Elfric, bishop 
of Winchester was appointed to succeed him by ^Eethred and his 
councillors:124 
This ^Ifric was a very wise man, and there was no one wiser in all Eng-
land. Then went jElfric to his archiépiscopal see, and when he arrived 
thither he was received by those of the clergy most distasteful to him, 
that is by secular clergy. And straightway [sent]... everywhere for the 
most learned men he knew, especially for well-informed men who knew 
l
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how to give the truest account concerning the state of things in the days 
of their ancestors... men of great age, both cleric and lay, told him that 
their fathers had told them what had been established by law immediately 
after St. Augustine had come to this land: 
When Augustine had received the episcopal see in the city... The blessed 
pope sent the pallium... and in addition letters and instructions how he 
should consecrate bishops and in which places in Britain they should 
be established... and the church which had been prepared for him he 
ordered to be consecrated in the name of the Lord Saviour Christ and 
in the name of St. Mary; and he should establish there a dwelling place 
for himself, and for all his successors; and he should place therein men of 
the same regular [not secular] clergy as he was himself... and moreover 
that each succeeding bishop who should occupy the archiépiscopal see 
of Canterbury should belong to a monastic order; and that this should 
be for ever adhered lo, by the consent and blessing of God, of St. Peter, 
and of all his successors... 
Then was archbishop ^Ifric very happy that he had so many witnesses 
who at that time were very influential with the king... 
The king was very glad when he heard these tidings, and said to the 
archbishop and to the others: 1 think it advisable that first of all you go 
to Rome for your pallium, and make all this known to the pope, and then 
act according to his advice... When those [secular] priests heard of this, 
they decided to choose two of their number and send to the pope and 
offer him great treasure and silver, on condition that he gave them the 
pallium; but when they came to Rome the pope refused to do this, since 
they brought no letter from the king or from the nation... 
T h e Chronicle goes on to tell of ^Elfric's kind reception at the Pope's hands 
and his advice to 'fill your cathedral church with the same regular [not 
secular] clergy as those whom the blessed Gregory ordered Augustine 
to place therein. ' ^Elfric carried out the instructions and 'drove away 
the priests from the cathedral church, replacing them by monks as the 
pope had commanded him. ' In a note Garmonsway points out that 
according to P lummer the document—by which I assume he means 
the above account is written in a small hand on the margin of an 
inserted leaf. This obviously raises the question of the dating of the 
account and the accuracy of the contents. T h e Laud version merely 
says that ^Elfric was consecrated archbishop at Christ Church in 996. 
It is also worth noting that the Cambr idge version, ostensibly after the 
long account of the struggle with the secular clergy, says that ^Elfric 
went to R o m e for his pall ium in 997. T h e account of the struggle 
bears all the appearance of an interpolated section, presumably as a 
polemic or p ropaganda attack on the secular clergy, and presumably 
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written some years later than the events recorded. This is not to dismiss 
the account as totally false, but the interest lies in the fact that there 
was evidendy a power struggle between regular and secular clergy and 
that in all likelihood at least part of that struggle found place at Christ 
Church. Whether the events described actually took place, it would 
seem likely that the author of this particular piece would try and make 
it credible. It is possible that the strong element of the evil councillor 
claiming to speak for God, so emphatically present in both the textual 
and visual narratives of Genens R in the Junius manuscript, refer less 
to a threat of heresy than to this internecine struggle between regular 
and secular clergy. 
The account speaks of the king, ^Ethelred in relatively favourable 
terms, in the Canterbury version, and indeed the whole manuscript deals 
leniendy with him. Cnut, as king, is largely ignored in this manuscript, 
while Edmund is described as valiant, but betrayed by those whom he 
trusted. There are, then, various elements, those of betrayal, misplaced 
trust and evil advice common to both the interpolated part of the Can­
terbury version and the Genesis narratives. Another common ground is 
the emphasis on trusting to the original source and command. As ^Elfric 
returned, via the memories of trustworthy councillors, to the original 
commands received by Augustine, so should Adam and Eve have held 
by the original commands given by God, distrusting the advocate of 
innovation. While it would go too far to claim that the inclusion of 
Genesis Β can be linked to the incident described in the Canterbury 
version, it gives an indication of the feelings current at the time. 
The intended public for Junius 11 is unknown. We cannot assume 
that because it is written in the vernacular it was intended for a lay 
audience. There are numerous complaints of the lack of learning 
among the clergy. Whether we take /Elfric's comment that his master 
was unable to understand and interpret Genesis as evidence of this, 
or that Genesis is so difficult to understand that even his master had an 
imperfect understanding of it,121 it in no way rules out a clerical, or even 
specifically monastic audience. The aspect of Heilsgcschichtc makes 
it suitable for reading, perhaps in Holy Week, to a mixed audience. 
Hall is of the opinion that while 'the principle behind the compiladon, 
' ^ Mark Griffith, "How much Latin did Aelfric's magister know?" Motes and Queries 
ccxliv (2000). 
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though related to the Paschal liturgy, is to be found outside the liturgy 
itself. " 2 f i In this I would concur; there are points of similarity, but 
these arc more of motivation than a close tic with the liturgy itself. 
While it is assumed that reader/audience is knowledgeable enough to 
recognise a good many theological points, it clothes the well-known 
story in drama and immediacy. Was the audience/reader shocked by 
the unconventionality of Genesis B? There is no indication that this 
was so. It was a poem of no recent date, but probably written in the 
original Old Saxon a century and a half before the Junius manuscript 
was made. Since many scholars agree that Christ Church, Canterbury 
was the scriptorium responsible, it cannot be regarded as a marginal 
work, indeed there may have been more copies or similar works that 
have not survived. The use of pointing indicates that it was intended 
to be read aloud, but that would be in no way unusual.127 However, it 
does indicate that it was not reserved for a specially learned reader in 
an enclosed community who could be trusted not to be led into heresy 
or unorthodoxy by it. Far from being shocking or dangerous, it would 
seem that the makers of Junius 11 were intent on bringing home the 
immediacy and relevancy of sin, punishment and redemption, and 
emphasising the danger, not of great and conscious sin, but of weak­
ness and indecision. The emotions and the senses are revealed as the 
means by which man is bound to the world, losing his high destiny and 
being condemned to spiritual and physical death. 
The hypothesis that Junius 11 was written to be read aloud within a 
relatively short space of time is strengthened by the form and contents 
of the final poems, known as Chnst and Satan. These, too, are dramatic 
and immediate, bringing the incidents of Genesis once again before 
the mind of the audience. Beginning with the laments of Satan and 
rehearsing his ambition and rebellion, the glory and light of heaven is 
contrasted with the torments of the dark and windy hell. Paralleling 
the poet's comments in the narrative of the fall where he predicts the 
woes to come, the poet here continually reminds the reader that he 
too has a choice to make.128 
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Wherefore let every man take thought in his heart that he may not be 
displeasing to the Son of God, remembering how the black fiends were 
undone by pride. And let us choose as our delight the Lord of hosts, the 
Prince of angels, and eternal joy in heaven above. 
Satan has already declared that he 'may not injure any soul save those 
alone which He rejecteth,' and 'may not lay a hand upon those souls 
who from the earth in blessedness seek heaven.' The reader is urged 
to 'choose a home on high with Christ' and 'to be mindful of right-
eousness and truth.' It is the duty of 'every living man, whose heart is 
good, [to] resolve to banish sinful thoughts and loathsome evil.' The 
consequences of the choice that must be made are forcibly brought 
home to the reader. Once again the joys of heaven and the torments 
of hell are vividly described, but this time in connection with reader as 
well as the fallen angels. This coupling of the history of the first people 
with the situation of the reader is further emphasised with an account 
of the harrowing of hell, and here the poet puts into the mouth of 
Eve a second account of the fall.129 
Yet Eve might not see heaven until she spake: 
I only brought thy wrath upon us, Eternal Lord, when we two ate the 
apple through the serpent's guile, Adam and I, as we should not have 
done. The fiend, who now doth burn forever in his bonds, told us that 
we should have blessing and a holy home, and heaven to rule. And we 
believed the words of the Accursed, and stretched our hands unto the 
holy tree and plucked its shining fruit. Bitter the price we paid, when we 
must needs sink downward to this flaming pit, and there abide for many 
thousand winters, dreadfully burning. 
Now I beseech Thee, Lord of heaven, by this host and the angel 
legions which Thou leadest hither, that I may be delivered out of hell, 
with all my kindred... 
Eve is thus idenufied with mankind, both sinful and redeemed. It is 
notable that of those led from hell only Eve speaks, indeed Adam and 
the patriarchs are bundled together somewhat abruptly as 'the blessed 
souls, the race of Adam.' It is Eve who takes upon herself the blame 
for mankind's death sentence, and she is the only one who begs pardon. 
Her plea for mercy is also remarkable in that it is based on a kinship 
with Christ:'Jü 
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And she lifted up her hands unto the King of heaven, beseeching mercy 
of the Lord for Mary's sake: "Lo! Of my daughter wast Thou born, O 
Lord, to help mankind on earth..." 
Repeating the story of the fall, and again from Eve's point of view, 
though now viewed in retrospect with all the consequences clear, the 
false advisor and the credulity of man come once again to the fore. 
This is all the more visible because it contrasts with the motives of 
pride, ambition and rebellion that moved Lucifer and his followers. 
The worst that can be said of Adam and Eve, in this account, is that 
they sought to gain their heavenly inheritance too quickly and eas-
ily. It has been suggested that the reason for Eve being, as it were, as 
spokeswoman for mankind, is not only her maternal connection but as 
a typological feature of the Church.131 While the connccüon with Mary 
is clearly made, and Eve is, in the view of some medieval theologians, 
an analogue of the Church, coming from Adam's side as the blood 
came from Christ's, in the context of the poem Eve, as a symbol of 
the Church, seems somewhat farfetched. I suggest that Eve's speech 
is firsdy part of the manuscript as a whole, giving unity to the tale of 
fall and redemption, and secondly a reminder that emotions and senses 
play us false and lead to sin. Eve can be regarded as an allegory of the 
senses, and this is again a reminder of that weakness. It is also very 
appropriate because of the contrast between the ultimate fate of the 
repentant and reluctant, almost unwitting, sinner in heaven, and that 
of the fallen angels, the conscious sinners for whom there is no pardon. 
Repentance is essential to salvation, and Eve represents all repentant 
sinners: she may not enter heaven until she makes her confession and 
shows her penitence. For this reason I agree with Carole Hough in 
her reading of 7 in line 406 b as having an adversative meaning, 'but' 
or 'yet ') ^ u s making clear that Eve's ascent was conditional on her 
confession and repentance.n2 
The immediacy of the choice before the reader is again brought home 
in dramatic fashion by an account of the last judgement. The righteous 
will enter heaven, but the sinners will undergo a period of doubt, still 
hoping for salvation:'" 
R.E. Finnegan, Chnsl and Satan: a critical edition (Ontario, 1977). 
C. Hough, "Christ and Satan, line 406b," Notes and Çkienes (2002). 
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But the guilty souls that have sinned shall stand and tremble when the 
Son of God shall judge them by his wondrous might; they shall hope 
they may ascend to that fair city with the angels, as the others did. But 
the Eternal Lord shall speak to them, and say before them all: 
Descend now quickly, ye accursed, into the house of pain. I know 
you not. 
... Wherefore let us resolve while in the world to serve the Saviour 
gladly by God's grace, be mindful of the spirit's joy, and how the blessed 
sons of God abide on high in radiant glory 
The reader is also encouraged as, mirroring the temptation of Eve, 
the poem enters its concluding secdon with an account of the tempta-
tion of Christ. Man may have succumbed, but God made man can 
withstand the blandishments of the devil. Eve's claim to be Christ's 
ancestor could also be seen in this light: despite his humanity Christ 
could withstand temptation. The reader has not only an example, but 
an assurance that he can rise above his earthly nature. 
There is a tradition of literature in the vernacular in the Anglo-
Saxon world whereby example and exhortation were given dramatic 
or intriguing forms. In Juliana, the wise and virtuous heroine, unlike 
Eve, sees through the deceits of the devil; in the Soul's address to the 
body, from the Exeter Book, is similar in material and accent to the 
second part of Christ and Satan is dealt with, while the Dream of the Rood 
makes Christ's passion immediate and dramatic. Nor can we separate 
the teachings of the Church, or the idea of a sacred history, from the 
world as a whole, even (Latin) charters occasionally begin with a proem 
dealing with the fall and sacred history. The doctrine of salvation was 
an essential part of life, for the elite at least, whether clerical or lay, 
and particularly in uncertain times, the need to feel that one worked 
towards God's plan and one's own salvation was very real. The auster-
ity of the moral preached in Genesis, and reinforced by Christ and Satan, 
the ease by which sin could enter, point to a monastic, and reformed 
monastic, environment. Nevertheless, a lay or mixed audience cannot 
be ruled out. It is quite possible that the collection of poems would be 
read at meals or gatherings in which lay visitors to a monastery were 
present. I do not think that the special emphasis on the role of Eve 
points to a female audience in particular. Eve, as an allegory for the 
senses, symbolises those weaknesses, already typified as 'feminine', that 
are present in both sexes. In this case Eve is not sexually seductive, ill-
intentioned or in any way vicious. Nowhere does the poet or the artist 
accuse her of vanity, greed, ambition, pride or any of the other vices 
that were increasingly attributed to women. 
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Whatever audience was intended for the Junius manuscript, it seems 
clear that it is part of a tradition that was both didactic and dramatic. 
As far as Genesu is concerned it offers both an exegesis of sin and an 
entertainment. The oral tradition and the scops provided a framework 
of dramatic and epic poetry, and the poems of Junius 11 like many 
others, transformed this into a Christian context, giving a sermon and 
exegesis in a form that would not only appeal to a public, but would be 
seen as relevant to that public. The artist of Genesis also worked within 
that tradition, by not just illustrating a number of incidents from the 
poems, but, by building up the tension and contrasts and giving the 
reader the opportunity to identify with the protagonists, he provided a 
narrative in its own right, complementary to the textual narrative. 
3.3 British Library, Cotton Claudius B.IV, the Old English Hexateuch 
The second of the Anglo-Saxon manuscripts, also with an Old English 
text, is one of a number of surviving manuscripts of a translation of 
the Hexateuch, six of them from the eleventh century. We are in the 
happy position of knowing that the translation of the first part of 
Genesis, up to Isaac, was the work of zElfric and done at the request 
of the Eorldeman ^thelwaerd. We also know that ^Elfric was reluctant 
to undertake this work, fearing that the reader may not understand 
the typological and figurative meanings of the Old Testament. Not 
all versions of the translation are identical, but it is generally thought 
that yElfric was responsible not only for the first part of Genesis, but 
also the second half of Numbers and the shortened version of Joshua. 
However, certain versions, the London manuscript among them, give 
a reworked version of Genesis, partially based on ^Ifric and partially 
an independent translation.134 The first three chapters of Genesis in 
the London manuscript, however, are the .itUfric version, and since 
his Preface to Genesis also appears in it, the only surviving illustrated 
eleventh century version, it is permissible to assume that his reservadons 
about the advisability of the translation were taken into consideradon 
by the compilers of this version of the Hexateuch. 
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The work is usually dated in the first two decades of the eleventh 
century; however, while much of the non-^Elfrician work possibly comes 
from this period, the chapters concerning the fall date from the late 
tenth century. Basing his argument on the transition from non-rhyming 
to rhyming style Clemoes dates ^Elfric's contribution to around 992.Π 1 
It is interesting to note that this, like Junius 11, in all probability, is a 
Cambridge manuscript, but most likely a product of the St. Augustine's 
scriptorium. It is the opinion of Clemoes that a cycle of illumination 
only became associated with the text after it had been in circulation for 
a while.136 In the London work it is clear that the illumination was of 
great importance. The ruling for the picture was done before that of 
the text, and Clemoes concludes that preliminary sketches were made 
before the scribe went to work.137 Nevertheless, he does not think that 
the cycle originated with this manuscript, but it was possibly one of a 
number copied from a St. Augustine's work, and remained there due 
to its unfinished state. The script is clear and even and the illumina­
tion disciplined and light, with clear blues, soft browns and crisp red 
outlines. It is a pity that the black and white facsimile edition gives 
an impression of darkness and muddied colours. It is obviously a 
manuscript made with great care and of high quality. There are strong 
decorative, almost abstract elements in the scenes of the creation and 
fall; the figures are flat and almost symbolic, while trees, the hair of the 
Logos and the folds of his robe form decorative patterns. Some of this 
interest in the abstract can be seen in the choice of subjects for illustra­
tion. The creation, before Adam, is dealt with somewhat perfunctorily, 
while each of the rivers of paradise has its own miniature, two of them 
apparently referring to the etymology ascribed to them by Hrabanus 
Maurus. 
The miniature cycle deviates from the biblical narrative in that it 
opens with the fall of Lucifer and the rebel angels. As we have seen, 
that played an enormous role in Junius 11, but that role was also found 
in the text. The biblical text makes no mention in Genesis of Lucifer's 
rebellion and fall, yet this serves as a frontispiece to the Hcxaleuch. 
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Dodwcll and Clemoes see this miniature as the first day of creation, 
basing their argument on Augustine and the creation of angels with 
light, and the separation of the good and bad angels with the separa-
tion of light and dark. While this can undoubtedly have played a role, 
it ignores the words of .ÄLlfric about the creation of the angels and its 
exclusion in the biblical narrative. This will be discussed later, but it is 
clear that ^Elfric found this an essential part of the story of creation, 
and it would be in the spirit of his work, as well the preoccupations of 
Anglo-Saxon England to include this scene. The extra-biblical scene 
on f. 2v is set in a relatively simple frame, though more ornate than 
those of most other scenes, and is clearly divided into two registers, 
linked and brought together by the feet and lower limbs of four of the 
fallen angels, thus emphasising the downward movement. In the centre 
of the upper register God is seated in a mandorla, looking to his left 
and his left hand outspread, as if inviting the reader to look at and 
consider what follows. Against a background of wave-like clouds, six 
angels surround the mandorla, the upper two holding it and the lower 
four with covered hands. In the lower register Lucifer and eight of his 
followers tumble head first downwards. The followers are not bestialised, 
but their features are coarse and blunted, their bodies twisting and 
unnatural, especially the one on the upper left whose right leg is bent 
at an impossible angle. Half of them wear ragged kilts, the other half 
are naked. They form a great contrast to the serene angels surround-
ing God's throne. The calm and permanence of the heavenly region is 
oflset against the turbulence, change and movement in the lower register. 
Lucifer/ Satan occupies a mandorla on the lower left, and he grasps it 
with both hands, perhaps a reminder of his ambitions. He is naked, 
with snake-like locks of hair and a tail, and there is a similarity to the 
figure on page 16 of the Junius manuscript. The mandorla is tilted 
and, in a parody of the supporting angels above, held in the jaws of 
a dragon. It is as if a distorting mirror has been held up to the upper 
register, the stable and the upright become twisted and unbalanced. 
It is in many ways a telling visual expression of the ideas of heavenly 
stability and the impermanence and change of the sub luna. 
The following four miniatures deal with creation, and on f. 4r we find 
the creation of Adam. This miniature gives an intimate picture of that 
act. At the top left the unnimbed Logos bends over a bearded Adam, 
and seems both to literally shape and to wake him into life. His arms 
are around the seated figure holding the shoulders, while Adam, arms 
orant, looks up at God. This scene is watched by a variety of birds 
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and animals. Clearly it is intended to show man as the last of God's 
creations, the crown of living things. The verso shows God resting on 
the seventh day, a gesture of blessing and a book in his covered left hand 
indicating the rules for the Sabbath. The miniature cycle continues to 
follow the biblical order on f. 5r where the Logos, now nimbed, plants 
a tree in paradise. Behind him to the left is a stylised plant or tree, 
presumably the tree of life, since the tree he is planting appears again 
in the miniatures of the fall. This scene is unusual in medieval art, as 
are the separate scenes of the four rivers of paradise. The cycle seems 
to be intent on following the order of the Bible very closely, or perhaps 
more accurately, the accepted version of the order of creation, point-
ing to the fall of the rebel angels as preceding creation and implying 
that is the reason for it. F. 6r shows Adam on the extreme left with a 
tree between him and the Logos who turns his head towards him and 
gestures towards him with his right hand, the first two fingers and the 
thumb outstretched. This gesture, except for the outstretched thumb, 
is repeated with the left hand, pointing to various animals and birds. 
Clemoes and Dodwell interpret this as God prohibiting the eating of 
the fruit of the tree of knowledge, but if this is so it is the only case I 
know of where the order in the Bible is followed, and the unlikelihood 
of this is increased by the scene f. 6v, which Clemoes and Dodwell also 
regard as the prohibition, but this time given to both Adam and Eve. 
I see no reason why the beasts should be present at the scene of the 
prohibition, and given the adherence to biblical chronology it is my 
opinion that it depicts the naming of the beasts and Adam's dominion 
over them. The Logos' gestures would reinforce such a reading, and 
perhaps a subsidiary note is added by the fact that there is no serpent 
among the beasts. 
The verso has two scenes, that of the creation of Eve on the left and 
the prohibition on the right, (fig. 22) Adam lies on his left side his head 
resting on his hand and looking up at the nimbed Logos, who bends 
forward, his hands holding and shaping Eve. She comes from a hole in 
Adam's side, the Logos holding her waist with his right hand and her 
shoulder with his left. She looks up at him, hands and arms orant. The 
positions of the two mirror the creation of Adam. In both scenes there 
is a clear emphasis on the Logos as a creator: he does not just speak 
the word, but is an active maker. This is the first creation of Eve where 
we see her rise from Adam's side; this iconographie innovation is not 
a total break with the Carolingian tradition, but a development from 
it. Here, as in the Touronian Bibles, Eve is God's creation, shaped and 
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formed by God, from material taken from a former creation. However, 
the relationship between material and form has now shifted. The mate-
rial that the Logos uses is not just taken, as a lifeless bone, and shaped 
into a new creation; something living comes from Adam and by the 
hand of God is formed into something related to its source, but not 
identical to that source. Adam, the source of the material, pardcipates 
more actively: he watches closely, a willing participant in an act of 
creation, ofièring part of himself to God and to creation. Eve is not 
removed from Adam, but is a part of him given new form by God. 
She is not an entirely separate creadon, but is transformed by God. 
This iconographie innovation is a certain turning point. While Eve was 
a fully independent creation in the Touronian Bibles, and also in the 
Junius manuscript, here we have a transitional stage between that fully 
independent, but secondary, creation and the female as a part of the 
male that is removed from him at God's word. Woman is still God's 
creation in the Hexateuch, but it is a derivative creation. 
In the prohibition scene the nimbed Logos stands before the couple; 
his left hand holds a book up before them, his right he holds up before 
Adam's face, the two first fingers held almost at the eyes. Adam stands, 
with Eve behind him, arms outspread. The tree of knowledge is behind 
the couple. There is no ambiguity in the attitude of the Logos; his word 
is reinforced by the book. Indeed, the book may be seen as embodying 
God's word and making permanent the law he speaks. Adam's gesture 
seems to signify acceptance and understanding, while perhaps Eve being 
behind Adam denotes a less direct perception of God's command. 
The fall itself is shown on f. 7v. (fig. 23) On the left is the tree 
around which the serpent twines. It has a triple forked tongue and the 
band down its back shows markings similar to those of the dragon of 
the hell mouth on f. 2v. The serpent coils back and forth between the 
multiple stems of the tree's trunk, its head emerging just below the 
intertwined branches and its tail reaching out and touching Eve's leg. 
A single branch from the intertwined mass bends down and bears both 
a fig leaf and a fruit. Eve picks the fruit with her right hand, her body 
turned towards the tree. She looks over her shoulder at Adam, her left 
hand raised, index finger extended as she gestures to him. He stands 
a little back from her, biting into the fruit held in his right hand. The 
composition of the miniature is uneven, all the action taking place in 
the left two thirds of the frame. Even though the composition is held 
in the left hand part, it is in two distinct halves. The tree, the serpent 
and Eve form a circular composition, the drooping branch of the tree 
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leading the eye to Eve whose long hair, in its turn, leads to her thigh 
bent forward and touching the serpent's tail. The eye finally follows the 
serpent back to the bent branch. Eve is in many ways identified with the 
tree, the multiple stems echoing the locks of her hair, the round crown, 
her head and the branch her arm and pointing finger. The serpent's 
mouth is open, not in speech, for it does not whisper in her ear, but 
apparently in gleeful malice. Eve is not being seduced, but is already 
part of a conspiracy of evil; the fig leaf, the only clearly formed leaf 
on the Tree, points as an arrow to her heart, the serpent's tail touching 
and holding her. Her affinity is with these. While her pointing finger and 
turned head lead the viewer to Adam, the eye must still make a leap 
to the figure, but his slightly raised left hand, as if reaching to Eve, his 
gaze fixed on her and the empty space on the right of the miniature 
give the impression that he is moving towards Eve and the tree. 
This is the first of the miniatures where Eve is shown in anything 
like a seductive pose. While the Touronian Bibles and the Odbert 
Psalter presented the scene as a straightforward giving or offering, and 
the Junius manuscript shows a humble, even supplicating, Eve, here 
she turns in a more provocative manner and holds her hand up in 
an almost commanding gesture. The somewhat more seductive Eve is 
not entirely new in medieval iconography: the Louvre panel shows her 
with a turning body, but there she stands before Adam and turning to 
look back at the serpent and the tree. The slightly earlier Hildesheim 
doors, too, show Eve as having picked a couple of fruits and twisting 
round to offer them to Adam. The Hildesheim doors, of course, are 
remarkable, among other reasons because they are the only surviving 
example of a more 'public' work on the subject in this period. As 
such they will be discussed below. Nevertheless, the Hexateuch links 
Eve more closely with the serpent and the tree than either the Louvre 
panel or the doors. In this, as in the creation of Eve, the Hexateuch 
shows iconographie innovation, belying the impression that it is a fairly 
straightforward and orthodox depiction of the fall. Perhaps because 
these themes, Eve rising from Adam's side and the twisting seductive 
pose and the identification of Eve with temptation all became common 
currency later, and the well-known works of the fall tend to use these 
ways of expressing the scenes, one tends to forget that they represent a 
starding innovation, and one with implications for how the fall legend 
was, and is, interpreted. 
The following miniatures on f. 8r show first the confrontation with 
a younger Logos. This Logos is cross-nimbed and his beard is less 
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clearly forked. He holds a crux bastata in both the upper and lower 
miniature and can be seen as Christ, thus emphasising the aspect of 
salvation, but also that of judgement. In the covered left hand of the 
Christ Logos is an open book. Law and authority confront the guilty 
pair. They lie, clutching cut branches to themselves, separated from the 
Logos by a tree. It is notable that Adam, who looks up at the Logos 
holds four branches, with a total of eight large leaves, while Eve, half 
hidden behind him, holds only one short branch with a single smallish 
leaf. Even this is not held before her genitals or breasts, her genitals 
are covered by a leaf from one of the branches held by Adam. Eve 
does not look at the Logos, but turns away, resting her head on her 
left hand. This gesture is clearly one of repentance and sorrow, but 
the roles played in the temptation scene are reversed. Now Eve is the 
secondary figure, leaving, not only the confrontation with the judging 
God to Adam, but also the covering of her nudity. This could, perhaps, 
be regarded expressing her subjection to the man and possibly even the 
man's duty to ensure the chaste behaviour of his womenfolk. 
The lower miniature has several unusual features. The expulsion 
is effected by the Logos holding a crux bastata, which while by no 
means unique, is less common than by an angel. The gates of paradise 
would seem to be symbolised by a tree. Is this then the tree of life 
from which they were banned after the fall? There is no sign of the 
rivers, in spite of the attention these received earlier. There is again a 
clear distinction between Adam and Eve that is taken further than the 
beard and long hair of the previous miniatures: here Eve is dressed in 
a long, all-enveloping garment and her head is covered, while Adam is 
clad only in a kilt of leaves. This kilt is clearly different from the kilts 
worn by the fallen angels, but it still evokes an association with them, 
a reminder that man has also fallen, if to a lesser degree. This aspect 
is also present in the features of the Logos and Adam; for the first and 
only time there is a strong resemblance between them, a hint of the 
incarnation and redemption. Another unusual feature is the scene on 
the right of the miniature where an angel instructs the pair in agricul-
ture. They are shown at labour, but not abandoned by God. Another 
unusual feature is that while Adam digs Eve holds a mattock and looks 
on as the angel instructs. There is no reference to childbearing or even 
specifically female tasks such as spinning. 
The creation and fall cycle give a very difierent picture to that presented 
by Junius 11. There is no sign of persuasion or reluctance; indeed, Eve 
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is closely associated with both the serpent and the tree of knowledge. 
While a clear connection is made with the fall of Lucifer and his fol-
lowers, their responsibility for man's sin is not made explicit. Despite 
the adhesion to the biblical narrative, the use of Lucifer's fall as the 
frontispiece to the whole work suggests the strength of the belief in 
the role of the devil in both creation and fall. This implies an almost 
dualistic aspect to salvation that was also apparent in the Utrecht Psalter. 
Of particular interest is the way in which Eve is depicted. For the first 
time we see Eve emerging from Adam's body; she is part of him, shaped 
into something new by the Creator, but still unmistakeably derivative, 
not just a secondary creation, but a secondary human. From then on 
Eve's position, with one exception, is subsidiary. The announcement 
of the prohibition finds her behind Adam, as do the ubi es? scene, the 
expulsion and the scene of the instruction by the angel. The one scene 
in which she is the primary participant is that of the temptation. Here 
the eye is drawn to her by the weighting of the composition and her 
commanding gesture. She is clearly the moving force in this scene. The 
twisting seductive pose here contrasts with chaste garments she wears 
at the expulsion and with Adam's covering of her genitals in the ubi es? 
scene. Eve is closely connected with sin and sexuality. It would go too 
far to say that sin was equated with sexuality here, but it is clearly an 
essential component. F.7v makes clear that awareness of sexuality and 
its power was not the result of the fall, but something inherent, in Eve 
at least, that helped to make the fall possible. Perhaps even more than 
the miniatures of the Junius manuscript, can those of the Hexateuch 
be regarded as an allegory, where once again Adam symbolises the 
intellect, the natural governor of the person, which is fatally subju-
gated to the senses. These senses in the Hexateuch's Eve are not those 
human weaknesses and uncertainty of Junius 11, the quotidian sins 
that detract from a wholehearted commitment to God, but sexuality, 
greed and power. Eve is part of Adam, his lower, sensual nature, and 
in the single scene where she is dominant, disaster occurs. While the 
senses and emotions are identified with Eve in the Junius manuscript, 
these are not specifically and intentionally evil or vicious. In the Hexa-
teuch the senses that are associated with Eve tend to that extreme: she 
symbolises not only sexuality, but love of power and possession. Her 
relationship with Adam also shows a clear change from earlier works. 
She is subordinate, standing behind Adam to hear God's word, as if 
it is filtered through the man: Adam covers her nakedness and again 
positions himself between her and God's judgement, and finally when 
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leaves are sufficient covering for the man, Eve is swathed from head to 
foot as she goes out into the world. Only at her creation does she have 
direct contact with God: in all other scenes Adam stands between her 
and her Maker. Her knowledge of God is through Adam. 
While we are unusually well-informed with respect to the origins of 
the text, the origins of the manuscript itself are by no means so clear. 
Clemoes is of the opinion that in view of the vernacular text it was 
intended for a lay patron, but given the 'quite moderate standards of 
workmanship' not a very high ranking one. However, there are, in 
my opinion, indications that it was an expensive work; not only is the 
script even and well-formed, but it is profusely illustrated. The scope 
of the intended cycle and the care taken in the placing of the spaces 
for illumination do not indicate a work delegated to junior scribes and 
illuminators. The style of illustration, using a mixture of line drawing 
and full body colour, is associated with Canterbury. The claim that 
the use of full body colour is used to give weight to various figures 
and increase their importance does not apply to the miniatures of 
the creation and fall. In these the use of body colour seems to have 
been dictated by naturalism; foliage, clothing, hair and some animals 
are given solid colour, though it must be admitted, not totally natural 
colour. Nevertheless, the use of expensive pigments points to a work 
of considerable prestige. It is likely that one artist worked on all the 
miniatures, although a few of those he left unfinished may have been 
completed by a later artist. I am inclined to attribute the overlapping 
of frame and figure in some miniatures to the well-known convention 
of parts of figures breaking the frame to lend immediacy to the work. 
This was used even in Ottonian miniatures where the strong surface 
quality lends a degree of abstraction,138 and can certainly be seen with 
dramatic effect, not only in the Hexateuch but other Anglo-Saxon 
works.139 It is worth comparing the Hexateuch with a copy of MarveL· 
of the East on f. 81r of which there is a figure of a nude man with 
two faces holding a horn.140 Both manuscripts have been attributed to 
Canterbury at the first half of the eleventh century. It can be seen that 
both use full body colour, but the naked human body is simply, and 
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effectively, represented by the plain parchment, and the figures step 
out of their frames. Thus it would be better to regard both features as 
normal conventions of the time and place. The London Hexateuch 
has an ambitious programme of illustration. In all, 394 illustrations 
were planned, some containing multiple scenes. We know that the 
translation was done at the request of a layman, but in my opinion 
the use of the vernacular is not an argument for assuming lay usage. 
jElfric himself 'interpreted' the Regularis Concordia rule for the monks 
of Evesham, and wrote his grammar to help those of the clergy who 
had little or no Latin. The choice of language cannot define usage. 
A further indication that the intended recipient of the work could be 
expected to have a good theological knowledge is the miniatures of 
the four rivers and the references to the work of Hrabanus Maurus 
incorporated in them. Whether the patron intended the manuscript 
for his own use, for a layman, cleric or community, it would still be an 
extremely costly work. 
Illuminated manuscripts had functions beyond that of reading. Wc have 
only to look at the splendidly ornamented Benedictional of ^Ethelwold 
to see that the decorative aspect of a work was of enormous impor­
tance. Not only did illumination make costly a work for the glory of 
God but it displayed the wealth and influence of the donor, and the 
regard in which not just God, but the recipient, person or institu­
tion, was held. Particular theological ideas could be propagated, but 
they were not seen in isolation from the world. Indeed the Benedic­
tional could be regarded as a good example of this. Deshman drew 
attention to this,141 and Barbara Yorke has pointed out the political 
importance of the coronation of the Virgin in the Benedictional—the 
earliest known representation of this subject.142 It is in this light that 
we must consider the illustrations to Genesis 1-3 and in particular the 
depiction of Eve on Κ 4v and 7v. The departure from the traditional 
iconography, as we know it, can be seen as making concrete various 
doctrines and opinions, in this case the band between femalencss and 
sin, with a particular emphasis on sexuality. This does not in any way 
exclude it from being made for a female audience, in fact it may even 
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be an argument in favour of the idea that it was intended to be read 
by women. It does indicate a strong link with the reform movement, 
but that is only to be expected. The reform movement was somewhat 
dubious about 'unofficial' religious settlements, or those using some 
local rule, especially for women. Certainly the feeling was that such 
groups were more prone to sexual temptation than those that lived 
under reformed Benedictine rule, or the Regularis Concordia. ^Elfric 
was a pupil of ^Ethelwold, and was, as we have seen, very uncertain 
about the translation of the Old Testament, feeling that people may 
believe that they could live under the old law. 
Nu Pined me, leaf, Pat Pat weorc is swide pleolic me odd anigum men to underbegin-
nenne,, for Pan Pe u ondrade, gif sum dysig man Pas hoc rat odde raden gehyrP, 
Pat he wille wenan, pat he mote lybban nu on Pare mwan a, swafaderas kofodon 
Pare tide l 4 , 
In this context it is worth noting that he disputes the claim of those 
priests who believed that they should be allowed to marry, as Peter had 
married.1 4 4 This should also be seen in the light of his assertion in the 
Prefaces to The lives of saints and Catholic homilies that texts should be 
easily understandable, telling readers that he simplifies both language 
and text to avoid any ambiguity or confusion.14j The Old Testament 
text was a problem for ^Ifric: he sought to make things clear for his 
intended audience, but feared they— even a clerical audience could 
misinterpret the text. It is a slight puzzle as to why jEthelwaerd ordered 
the translation, surely not for himself, as he is known to have been a 
competent Latin scholar. It has been suggested that he wanted to pres­
ent it to one of his female relatives, but this seems to be based on the 
assumption that an Old English text would be necessary for a woman. 
Given the knowledge of Latin among the clergy, and we have ^Elfric's 
own lament that it was insufficient, it is possible that such a work was 
intended also for the use of the less educated priests or regular clergy. 
We must also be aware of the fact that ^Elfric assumed that the same 
1 4 1
 Now it seems to me, beloved, that this work is very dangerous for me or for 
anybody to undertake, because I fear that if some silly person reads this book or 
hears this book read, then he will believe that he can live now in the new law as the 
old fathers lived in that time Cited, M J Mernzer, "The preface as admonition," in 
The Old English Hexateuch, aspects and approaches, ed Rebecca Barnhouse and C Withers 
(2000) It must be noted that 'silly' here is used in its old sense of innocent or ignorant, 
rather than the modern meaning of stupid or heedless 
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text would be read in different ways by different audiences: a good 
example of this being his version of Judith, which he wrote to inspire 
laymen to resist invasion, and nuns to chastity.'+6 Klein notes that 
jElfric, while at Cerne Abbas, which had no parish church, would have 
become accustomed to preaching for a mixed audience, both lay and 
clerical. The feeling that, as a translator, ^Ifric had less control over 
the scriptures than other works though the translation, and not just 
^Ifric's part of it, is selective, shifting attention away from 'patriarchal 
deceit and infidelity."47 There is, then, an emphasis on sexual temptadon 
that would be considered appropriate to either lay or clerical audiences, 
male or female. Karkov is of the opinion that the 'visual genealogies' 
of both Anglo-Saxon manuscripts would be particularly appropriate 
to women, and women of very high rank.148 She comments also that 
the illustrations of the Hexateuch depict the Old Testament women 
in a more passive role than docs the Junius manuscript. Karkov's 
arguments are certainly very interesting, but cannot be regarded as 
proof that the Hexateuch was intended for a female audience. Since 
Anglo-Saxon rulers traced their ancestry back to Adam and Eve, the 
importance of descent was not only a female concern. In the tenth 
century and the first half of the eleventh century, the succession was 
frequenüy disputed, and while primogeniture was by no means a fixed 
principle, the claim to royal blood was essential to any candidature. 
The reform movement's concern for chastity and the political necessity 
for 'proved' descent could account for the new emphasis on sexuality. 
This could also account for the inclusion of /Elfric's Preface with its 
concern that life and customs sub gratia could not be modelled on the 
relations between the sexes in Genesis. 
One of the more interesting facets of the illustrations of the first 
three chapters of Genesis is what may be regarded as the frontispiece, 
the fall of Lucifer and the rebel angels. This is, at least in context, 
extra-biblical, but was a generally accepted part of dogma."0 Unlike in 
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Junius 11 the scene on 2v of the Hexateuch cannot be said to illustrate 
the text, but to make visible that which was deemed to be understood. 
In his Preface to Genesis ^Elfric has little to say about the angelic creation 
commenting merely that: Seo hoc ys gehaten Genesis, Patys "Gecyndboc, for 
Pam Pe heo ys firmest boca and spricd be aekun gecunde (oc heo ne spricd na be 
Pœa engla gesceapenisse).150 In other works, however, he deals extensively 
with the creation and fall of the angels, often conflating an aspect of 
Heilsgeschichte with a strong narrative element.151 In De initio creaturae 
jElfric gives a very selective view of Church history from the creation 
to last judgement, emphasising the cycle of creation, fall and redemp-
tion, but including the creation and fall of the angels. Other works deal 
with this in a less extensive manner. It is worth noting that the Inter-
rogationes is based on Alcuin's Quaestiones in Genedm, but follows it only 
to the Genesis XXII—roughly the same point at which his translation 
of the Bible books breaks off Some of the questions and answers of 
Interrogationes seem particularly relevant to ideas of sin and redemp-
tion. Question 3 asks why Genesis reports the fall of man but not of 
the angels, and gives the answer that God intended to heal man's sin, 
but not that of the angels. This gives rise to the important Question 
4 and its answer:1'52 
Why was the sin of the high angel unpardonable and [that] of Man 
pardonable? 
Because the high angel, who is now the hostile devil, himself invented 
his sin, and Man was deceived. Also, in as much as the nature of the 
angel was greater in glory, so was its ruin greater, as the nature of man 
was weak, so was it easier to pardon. 
jElfric states clearly that man was deceived, and so his sin is forgivable, 
but unlike Alcuin he makes no distinction between the commission of 
sin and the effects of sin, and in Question 47, where it is asked what 
evil is, the answer is given that the devil, originally good, was made evil 
by sinning. By committing a sin, evil is invited and cannot be eradi-
lä()
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cated until redemption. JElfnc, interestingly, departs from Alcuin in not 
mentioning pride, as the cause of the angehe fall, however Lucifer's 
pride is dealt with in the Examerone}^ 
One angel, who was the most excellent there, considered himself, how 
beautiful he was and how shining in glory; he recognised his strength, 
that he was created mighty, and his magnificence pleased him very much. 
He was called 'Lucifer', that is 'Light Bearing' on account of the great 
brightness of his glorious appearance... 
Then it did seem to him, when he was so excellent, too shameful that 
he should obey any lord, and he did not want to honour the one who 
had created him and to thank him always for that which he had given 
him and to be subordinate to him... He would not then have his Creator 
as his Lord. 
Here jElfric makes Lucifer's pride a rejection of just lordship: the angel, 
having recognised his own greatness, must choose between thanking 
the giver of that greatness—and thereby acknowledging that it is a gift 
and that the giver is greater than the receiver—and denying that, by 
refusing to acknowledge his lord. ^Elfric also says that the function of 
the angels is the same as that of man. Since both were created with 
understanding they must see God and adore him. This Lucifer, despite 
his understanding, refuses to do; and here is an implicit warning to man. 
In his letter to Sigeweard, iElfric wrote hitys sivid wolic pat da geworhtan 
gescœflapan ne beon gihirsu pe hi gesceop and geworhte?^ Thus yElfric stresses 
the obedience due to the lord who is responsible for his people's good. 
He points out that the devil is no creator, but a deceiver who will destroy 
the unwary; however, he cannot compel those who are not prepared to 
listen to him.155 The choice between God and the devil is not simple 
and clear-cut; the unwary can be deceived by listening to false advice 
and doctrine. Only by being steadfast in belief, and clear as to God's 
word and law, refusing all other words, can man withstand the wiles of 
the tempter. In this short passage ^Ifric repeats the warning couched 
in the dramatic form of the Junius 11 manuscript. 
The connection made between the fall of man and the rebellion 
and fall of Lucifer is actualised, given concrete form: it is presented as 
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a beginning, and by the positioning of the miniature before the text 
and the subsequent illustrations a causal connection is made. The infer­
ence is made, all be it less strongly than in Junius 11, that not only the 
fall, but creation is the result of this rebellion. This was very basic to 
Anglo-Saxon thought, and short histories of the world began with the 
fall of the rebel angels: the implication was that the demonic was an 
ever-present part of life. An example of this was Edgar's Privilege to 
New Minster which recounts the creation and fall of the angels and 
makes the creation of man dependent upon that.1''6 Such a lengthy 
proem before what might be called legal or secular matter was by no 
means unique. The fact that ^Ethelwold witnessed and probably wrote 
the charter again testifies to the reform element in such thinking. A 
consequence of this line of thought is that it is man's destiny and 
purpose to fill those depleted ranks. To be worthy of heaven was not 
only a personal goal and ambition, but an essential part of God's plan. 
Man must endeavour to rid himself of those elements that led to his 
fall, those parts of his lower nature, including sensuality. While for a 
millennium writers had made at least some identification of sin and the 
lower nature with woman, the Old English Hexateuch gives us the first 
surviving pictorial expression of this. The connection between Eve and 
the fallen angels is very tenuous, but there is visual echo of the twist­
ing, tumbling figures on f. 2v in her twisting pose on f. 7v. She is not 
turned upside down as they are, but still she disturbs the upright and 
regular order of things. Eve, serpent and tree all wind and intertwine; 
in particular her pose is full of movement, unstable as she reverses the 
roles, dominating Adam. This can be seen not only as an indication 
of changeability, a lack of steadfastness, but also as an indication of 
the earthly dominating the spiritual, instability defeating permanence 
and the decreed order of things. 
3.4 The Hildesheim Doors 
Perhaps the most famous depiction of the fall made in the decades 
round 1000 is not in a manuscript but on the more publicly visible 
bronze doors at Hildesheim. (fig. 24) These were probably intended 
for the monastery of St. Michael, as an inscription on the doors 
themselves says they were made for 'the temple of the angels.' The 
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general opinion that the iconography of the left hand door is based 
on a lost Touronian Bible has recently been challenged. '^ At first sight 
the similarity to the Touronian Genesis frontispieces seems obvious, the 
relative simplicity and the multiple registers immediately recall the ninth 
century miniatures. However, I think that these formal similarities are 
chiefly the result of the technical demands of casting such enormous 
works in bronze. The shape of the doors dictates the way in which the 
narrative is presented and the difficulties of casting could be the cause 
of the relative simpücity. Iconographically too, there are similarities 
between certain of the existing Touronian Bibles and the doors. The 
angel present at the creation scene in the top panel is present in both 
the Grandval and the Vivian Bibles; Adam's outstretched hands in the 
second panel are reminiscent of those in the San Paolo work. In the ubi 
es? scene the Hildesheim Adam has the same pose as in the Bamberg 
Bible, while that of Eve is a mirror image of that in the Grandval 
Bible, and the expelling angel is to be found in three of the Touronian 
Bibles. Nevertheless there are fundamental differences, not just in the 
iconography of the Genesis panel, but in its relation to the right hand 
door. The juxtaposition of the fall with the scenes of Christ's life, and 
particular the passion, make the whole Heilsgeschichte that lays the 
emphasis on sin and salvation in a universal sense. Particularly telling 
is the placing of the crucifixion next to the fall itself, so that a clear 
relationship between the tree of death and the tree of life (cross) is 
manifest. In this way the connection between the two is much clearer 
and emphatic than in the Touronian Bibles. 
It is my opinion that the Hildesheim doors have a much closer 
iconographie connection with the fall miniatures from roughly the same 
period. As has been said, the assumption that a lost Touronian Bible 
was the source for the doors has been challenged, and Anglo-Saxon 
influences or similarities have been posited, more in particular the 
similarities with the Junius manuscript. Cohen and Derbes, following 
Tronzo, interpret the first scene at Hildesheim as the formation of Eve 
as Adam looks on.'18 This is obviously a difficult scene to interpret. The 
Logos bends over a figure, holding its shoulder, while a second figure 
watches. The difficulty is the second figure. Can Adam or Eve view 
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their own creation? One possibility that as far as I know has not been 
considered is that the watching figure is man, as a soul. Claudius of 
Turin wrote that God created the soul, male and female, simultane­
ously, but created the bodies separately. Thus this scene could be the 
human soul watching its bodily creation. This reading is strengthened 
by the corresponding New Testament scene on the right hand door, the 
resurrection, an inversion of the Old Testament panel whereby the soul 
acquired flesh. Cohen and Derbes's interpretation, particularly in the 
light of the main argument, is still very reasonable. Their main argu­
ment is that, due to the conflict between Bernward of Hildesheim and 
Sophia of Gandesheim, and the former's insistence on clerical chastity, 
on the doors the blame for the fall is placed unequivocally on Eve.159 
They point out that Eve is portrayed as sexually alluring and defiant, 
and assert that the concentration on Eve, including their interpretation 
of the first scene, is a sign of this. They make an analogy with the 
concentration on Eve in Genesis Β and consider it likely that Bernward 
was acquainted with a Saxon copy—presumably one related to the 
Vatican fragment. If this were truly the case, then Eve must be seen in 
the poem not as an unfortunate victim, but as a deliberately seductive 
temptress. The text does not support such a reading and the illustrations 
in Junius 11, as we have seen, interpret her role very differently. There 
are various other points which bring the Hildesheim iconography closer 
to that of the Odbert Psalter and Old English Hexateuch. 
The juxtaposition of fall and redemption gives the same sort of 
emphasis that the whole miniature cycle of the Psalter displays. More 
importantly, the last two panels of the doors deal with the sacrifice 
of Cain and Abel and the murder of Abel. While these scenes have 
precedents—they are prominent in the Ashburnham Pentateuch, for 
example—the Carolingian scenes, as we have seen, were motivated 
by the political situation. This cannot be said either for the doors or 
for the Psalter; while it is by no means certain that the contemporary 
situation had no influence on either, they are not so overtly political 
as the Touronian Bibles—Cohen en Derbes' argument points out the 
struggle between secular and regular clerical power, simply in relation 
to Hildesheim and Gandesheim. We have already seen that the strong 
emphasis on the first chapters of Genesis in the cycle of miniatures in 
the Odbert Psalter gives a particular colouring to the need for salva-
l w
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tion, the first sin and the first crime that necessitate the incarnation. 
It is in just such a fashion that the two doors at Hildesheim are to be 
seen: the one is the counterpoint to the other. In this way the mur­
der of Abel is complemented by the annunciation, the giving of life 
balancing the taking of life, and the act of God's love balancing an 
act of man's hatred. The confrontation of God with the guilty Adam 
and Eve has its counterpart in the innocent Christ before Pilate; the 
sacrifices of Cain and Abel have theirs in the nativity and the birth 
of God as sacrifice. Each of the Old Testament scenes deals with the 
bodily situation of man and is matched by its spiritual counterpart on 
the New Testament panels. 
An iconographie similarity increases the links with the Psalter. There 
is the presence of a reptile in two of the fall scenes that Tronzo attri­
butes to the first depiction of the devil, as opposed to the serpent. i cn 
These strange creatures appear twice in the scene of the fall itself, one 
hovering in a tree to the left of Adam and the other coiled by, almost 
under, Eve's right foot. The ubi ωΡ/denial of blame/judgement scene 
is where this dragon-like creature appears again. Here it crouches at 
Eve's feet, its tail between her legs. This latter can clearly be seen as 
the tempter/serpent, but it is more difficult to sec it in this way in 
the fall scene, as the serpent of the temptation is coiled round a tree 
to the right of Eve, a fruit in its mouth. It is possible that Tronzo is 
right and that the two dragons represent the devil, urging both man 
and woman on and using the serpent as his mouthpiece. However this 
does not explain why the devil and the serpent are conflated in the ubi 
es? scene, nor does it deal with the strange position of the dragon by 
Eve's foot. The dragon above and beyond Adam could indeed be seen 
as a driving force, a manipulator watching the unfolding of his plot, 
or even a reference to a first and unsuccessful temptation of Adam. 
The position in relation to Eve is more reminiscent of the judgement 
on the serpent, that there would be enmity between the children of 
Eve and those of the serpent, and that she would crush him under her 
heel. Such an interpretation would fit better if it were part of the ubi 
es? scene, but there the dragon/serpent is brought into connection with 
Eve, not just as an object of blame, but physically and psychologically 
they are idendfied. Moreover, in this latter scene the sexual connota­
tion is clear in the way in which the dragon's tail is positioned between 
Tronzo, "The Hildesheim Doors: An Iconographie Source and Its Implications." 
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Eve's legs. This is reminiscent of the way in which the serpent twines 
round the leg of Eve on f. 7v of the Hexateuch. Bearing this in mind, 
the dragons in the fall scene on the doors could bear a relationship to 
how Adam and Eve are tempted in different ways. The one by Adam 
is on a level with his head, implying that his fall is that of the mind 
and intellect. This would agree with the exegetes who said that Adam 
sinned knowingly. Those same exegetes felt that Eve's sin was the lesser, 
because she did not have the knowledge the man had. The dragon by 
the foot of Eve could then refer to an attack on her integrity by means 
of her lower nature, her fleshly desires. This would correspond with 
her twisting seductive pose and the fruit held before her breast, equat-
ing the two. The forbidden fruit is then translated into a symbol of 
femininity. Such a reading does not rule out a reference to the enmity 
between woman and the serpent. This enmity was seen as an allegory 
of the chaste female crushing sexual desires. Here Eve does not crush 
the serpent under her heel; it is close, but unscathed, implying that it 
was possible for Eve to withstand the tempter. 
The sexual aspects of the Hildesheim Old Testament door bring it 
into the same area as the Hexateuch. In earlier works Adam and Eve 
share the blame, and fall, not through any malice, but by allowing their 
attention to wander from God. Of the two earlier manuscripts from the 
second period the Psalter puts the fall into the context of a Christological 
cycle. Junius 11 makes it part of a dramatic version of Heilsgeschichte, 
but changes the emphasis to Eve. Nevertheless the Eve of the Junius 
manuscript is far from seductive or malicious: she persuades Adam to 
eat, but from a conviction that she is doing God's will. Eve's faults are 
those of insufficient resolution, of mistaking the words of another for 
the will of God, of love of and fear for her husband. The text stresses 
her essentially good intentions and her earnestness. The artist of the 
Junius manuscript portrays her as humble and pleading as she offers 
the fruit to Adam. Nowhere does he show her as deliberately sexually 
alluring, nowhere is she shown as mischievous or delighting in the 
power that her sexuality gives her. The Eve of the Hexateuch and 
the Hildeshcim doors is very different. In both she turns and teases, 
inviting Adam to follow her, as if the breaking of the prohibition is 
a game, a rule to be taken lighdy. These Eves enjoy their power and 
do not think of the consequences, even if they are not actively mali-
cious. Even so, there is the hint that Eve is already the devil's creature 
in the physical connection with the serpent. These two works are the 
first surviving examples of the visual expression of not just 'female' 
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weakness being the downfall of man, but that femaleness and above 
all female sexuality is evil. 
3.5 Pans, BN Ms. lat. 2077 
The youngest of the manuscripts from this period is a miscellany, the 
last part of which consists of an account of the struggle between the 
virtues and the vices. This differs in various ways from the better-
known Psychomachia of Prudentius, being compiled from the works of 
two Carolingian authors, Halitgar and Ambrosius Autpertus. Generally 
speaking, it takes alternating passages from Autpertus' De conjlictu vitio-
rum et virtutum and the first five books of Haltigar's Penitential. In this 
version the vices and virtues do not physically battle, but debate. This 
must have been a relatively well-known version, as there is a further 
manuscript that contains a similar compilation made at St. Martial, 
Limoges. Lat. 2077, however, is the only one illustrated."51 This was 
obviously not done in conformity to the rest of the works in the mis-
cellany, as only this, the last from ff 162 174, is really illustrated and 
that, given its length, relatively profusely with ten miniatures. It was 
made in Moissac, probably in the early 1040s and before the Moissac 
scriptorium acquired its later prestige.Wi This is evident from the simple 
line drawings, with very small areas of wash, the extreme simplicity 
of both the drawings and compositions and the general lack of both 
background and ornamentation. It was made at a time when Moissac, 
having gone through a very difficult period, had just, or was just about 
to, ally itself to the Cluniac reform movement. The illumination of this 
part of the manuscript may have been part of the attempt to ally itself 
with a reform movement that laid particular emphasis on the creation 
of beautiful objects. Against this may be connected with the fact that 
Cluny and her sister houses concentrated, for the most part, on objects 
connected with the liturgy. However, the illumination falls short of the 
standards of many of the other reformed houses and may have been 
an early attempt at an ambitious illustration cycle that was regarded 
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as a practice for the scriptorium. The likelihood of this is increased by 
the practice drawings and the fact that the artist evidendy felt more at 
home with purely dccoradve elements, rather than figures. 
The work is set up in accordance with a strict scheme in which each pair 
of vice and virtue are allotted three chapters, the first from Autpertus 
and then two from Halitgar. It is perhaps a measure of the influence 
and popularity of Halitgar's Penitential that the 'traité moissagais est 
determine avant tout par I'oevre d'Halitgar."bJ The text and images are 
fully integrated and the artist has clearly read and understood the text. 
Each illustration takes up about half a page and is placed adjacent to 
the text to which it refers. They display some of the traits of Anglo-
Saxon art and in particular that of Junius 11, although the figures are 
sturdier and less elongated. There is also a strong resemblance to that 
work in the treatment of the devil-like vices. The peaked hair and wild 
beards probably ultimately derive from Carolingian sources, whether 
direct or indirect. While it is possible that Junius 11 had the Utrecht 
Psalter as a source, it is more likely that the Moissac manuscript had 
other Carolingian sources. One of the chief reasons for this supposition 
is the similarities to the Stuttgart Psalter, in particular the large hands 
with their expressive gestures and the frequendy violent motion, that 
appears to be suspended, the figures frozen in time. 
There are two miniatures that can be considered frontispieces to 
the work, one of the fall on f. 162ν and a general introduction to the 
text on f. 163r. There is a clue as to the function of the illustrations 
given in two phrases at the end of chapter I that can be attributed to 
neither Halitgar of Autpertus, possibly Bede, Sed quidfaalior ad inkllel 
tu[um] per oculos via est: id quod sermo de scrìpnt vivus ad signe. Fraisse declares 
that 'Ces phrases constituent de précieux témoignes sur les fondements 
théorétiques d'illustration des textes au moyen âgc.'ll)4 While there is 
undoubtedly a great deal of truth in this statement, the practice of 
illustration sometimes shows deviation from the text illustrated. This 
is the case with the miniature on f. 162v that gives a different empha-
sis to the nature of sin to that in the text. However, such deviations, 
sometimes probably unconscious, can give an indication of changes in 
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ways of thought, especially when, as here, two or more centuries have 
past since the text was written. This does not mean that the eleventh 
century copyists thought that the text was wrong, out-of-date or irrel-
evant, but that their own times and views coloured how they thought 
about the matters handled. 
The miniature of the fall is the first of the miniatures and can be 
regarded as introducing the idea of sin as a generic concept before 
the more specific handling of vice and virtue that follows, (fig. 25) It is 
clear that the 'frontispiece' miniatures have received more treatment 
than the other miniatures, having partial body colour. It is, of course, 
the question as to whether this took place at the time the manuscript 
was made, or whether they are later additions: I am inclined to think 
that it was part of the original scheme. This partial colouration was 
not unknown and is indeed to be found in Junius 11. Again certain 
portions of the miniatures appear to have been emphasised in brown 
ink. It is possible that it was intended to colour the whole cycle, but 
for some reason this was not completed. The rest of the miniatures 
are executed in light brown ink, as is much of f. 162v, whereas the text 
is in much darker ink. It is also clear that rubrication took place after 
the text was written, but was always intended. I would suggest that a 
start was made on the full-page miniature on f. 163r—the only one 
of the cycle and the true opening of the text. Certainly the colourist 
did not work in a systematic fashion. The three angels at the top left 
have received fairly extensive colour, as have the attributes of Superbia 
and various weapons. The colourist then turned his attention to the 
half page miniature on the verso of the previous folio, one that might 
be considered very appropriate, but has no direct connection with the 
text. He filled in a yellow nimbus for the Logos and gave him a yellow 
orb, filled in one of the leaves of the tree green and darkened the hair 
and beard of the expulsion scene. 
Generally speaking, the frame of the fall miniature is made up of 
tiny, nervous zigzagging lines, and seems to have been drawn after the 
figures; in the two cases where the drawing overlaps the frame, the 
uppermost fig leaf and Adam's toes at the bottom left, there is no sign 
of the frame under. The composition is unusual. Adam and Eve are 
on the left, Eve twisüng to hand Adam a fruit with her left hand while 
reaching for another from the mouth of the serpent wound round the 
tree. The tree is central, and to the right the Logos expels Adam and 
Eve, the latter only half visible as the Logos seems to literally push the 
pair out of the frame. The nervous line characteristic of the frame is 
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seen again in parts of the miniature itself in the base of the tree, Eve's 
hair on the left, the nimbus of the Logos and to a lesser extent in the 
features and clothing, especially those of the right-hand figures. The 
Logos' clothing, while there is an attempt at fluttering drapery, is drawn 
with the same smooth and confident lines as most of the picture. While 
the drawing is somewhat crude there are several features of iconographie 
interest. It is possible that the artist conflated two miniatures, which 
might account for the slighdy odd composition, which seems to have 
been cut off on the right. The crowded right half of the composition 
contrasts with the space of the left half. The contrasts do not stop there, 
and while it is possible that the contrast between the spaciousness of 
the pre-lapsarian left half with the crowded post-lapsarian right half 
is an accident of composition, some of the contrast between light and 
dark can only be intentional. The darkened hair here must be seen 
as deliberate— this is in heavy dark brown. In the figure of Adam on 
the left, the actual temptation scene, one can see that a start has been 
made to outline Adams hair and face in red, and both figures are fair 
haired and Adam's beard is also fair. There is no sign of red on the 
hair or faces of the expulsion figures. The resemblance to the Logos 
is striking, the more so because the resemblance vanishes in the right 
hand half. The right hand figures of Adam and Eve are diflèrentiated 
but have no primary sexual characteristics, though the position of Eve's 
arms would preclude her breasts being visible. 
The intrusion of sexuality that was apparent in the Hexateuch and 
the Hildesheim doors can be seen here, but with a difièrent emphasis 
and difièrent means. While Eve's pose has something of the twisting 
stance of the two earlier works, it is less explicitly provocative; nor is 
Eve bound to the serpent and the tree as she is in the Hexateuch. She 
both takes and offers the fruit, but her close association with sin is not 
present here. The sexual nature attributed to the fall here is in the 
detail of Eve's hand as she ofièrs the fruit to Adam. The gesture with 
which she ofièrs the fruit is not natural, holding it between her index 
and middle fingers. Such a gesture can be seen as a reference to the 
sexual act, and is thus more explicit than the earlier works. Eve is the 
initiator, offering sexual favour, which Adam receives with an eagerly 
open hand. Can the ovoid shape made by Eve's hand and the serpent's 
mouth with the fruit in the centre be seen as a reference to the female 
sexual organ? This would imply that sexuality was transmitted from 
the serpent to Eve and then to Adam. This would not be beyond the 
bounds of possibility given the apocryphal ideas of sexual intercourse 
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between Eve and the serpent. However, unlike the position of Eve's 
fingers, this could simply be the usual taking of the fruit from the 
serpent's mouth, and reading a sexual construction here could be going 
too far. While the position of Eve's hand and fingers is extraordinary, 
it is not completely unique: I have found only one other instance of 
a similar gesture and that is f. 165v of the same manuscript. It could 
therefore be thought to be an idiosyncrasy of the artist. However, it is 
found nowhere else in the manuscript, and the context of the gesture 
gives rise to doubt as to whether this is simply to be seen as one per-
son handing something to another. On f. 165v Timor hands a coin to 
a beggar using his first and middle fingers, this is not precisely as Eve 
hands the fruit to Adam. Here the coin is at the tips of the fingers, as 
if dropping negligendy from them. The issue is further confused by the 
fact that this miniature seems to reverse the text: Facienle tehele mosinafm] 
nefeciat sinistra tua qufojd/faaat dextra tua. Timor stands holding a scroll 
and talking to another figure. His left hand, tucked under his right arm 
holds the coin out. The text conünues a litde further with the words 
pater/tuus qui vid[et] inabscondito redd[et] tibi. It is possible that the reversal 
of the hands is a comment on (sexual) hypocrisy. However, neither 
gesture can be regarded as unequivocally indicating sexual sin. 
If there is the element of sexuality as an important component of 
the fall miniature, this does not come from the text, and is modified by 
looking at the opening ff 162v/163r as a whole. The fall is matched 
by the miniature on the opposite side of the opening that shows the 
vices under the leadership of Superbia. This is a direct reference to the 
first chapter of Halitgar's Penitential that reads Paradva gaudiis postquam 
expuhum est genus humanum octo cnminaliei in films Adae onginahter dominantur 
mtia. Ipsa namque vitnrum regina Superbia... Radix quipped cuncti mah superbia 
est. Here clearly the fall is linked to the vicious nature of post-1 apsarian 
man, and by stating that pride, the queen of the vices, is the root of 
all evil it gives a name to the sin by which Adam and Eve fell. The 
miniature on f. 162v, however, gives no indication that pride is the cause 
of the downfall. Given the opening it is almost as if, with the expulsion, 
the Logos removes them from certainty and light, placing them in a 
world of uncertainty where vice exists. The didactic/narrative effect 
gives a causal relationship, but the message is somewhat ambiguous. 
Any sexuality in Eve's gesture is not echoed on the other side of the 
opening. I suggest that it is possible that the increasingly closer link 
between sin and female sexuality coloured the way in which the artist 
dealt with his theme. 
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Looking at the opening as a whole, the right-hand side of the fall 
miniature takes on the function of showing man now in the uncertain 
world where he must choose between sin and virtue; he steps from one 
world to the next. This is in some ways moderately hopeful. The vir-
tues are there to counterbalance the vices and the Logos stands on the 
right-hand side of the miniature, forming a link between post-lapsarian 
man and paradise. The Logos is cross-nimbed and bearded, and, as has 
been said, bears a strong resemblance to the pre-lapsarian Adam. This 
can be seen as an expression of man being made in God's likeness, 
while the post-lapsarian Adam loses this likeness, having let sin into 
his existence. The object held by the Logos in his left hand is puzzling. 
In the majority of cases where the expulsion is effected by the Logos, 
not an angel, the Christ figure holds a crux hastata, a scroll or book as 
tokens of either might and law, or as an intimation of redemption. In 
the Moissac manuscript the figure holds what appears to be a fairly 
large ball. It is possibly an orb, even though undecorated, displaying 
God's lordship over the world, outside heaven and paradise. Another 
explanation is that it is the fruit of life, that which is forbidden now 
to the couple and will only be given to their descendents with Christ's 
death on the Cross. That it is so much bigger than the fruit given by 
the serpent and Eve would be an indication of its limitless power, and 
that true life can triumph over death. 
4. The Attitude to Sin c. 1000 
Considering the diversity of texts and the geographical spread of the 
manuscripts the conclusions concerning the general iconography are 
relatively limited. However, there are certain elements that can be 
regarded as common. The basic type regarded in isolation gives a 
somewhat pessimistic view: the fall is shown as almost inevitable; man's 
potentiell, and even his pre-lapsarian existence, count for nothing. If, 
instead of looking at the basic type in isolation, we consider the mes-
sage of the manuscripts as a whole the situation is somewhat different. 
The emphasis is on Heilsgeschichte, on the cycle of sin, repentance 
and redemption. In two of the manuscripts this is quite explicit, while 
in the Moissac manuscript the emphasis on the virtues and the fact 
that Halitgar's Penitential was used point to the importance of choice 
and repentance. The characters, especially Adam, are more passive, 
and the deity less conspicuous than in the earlier works. An important 
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new note is sounded by the emotional and dramatic appeal made to 
the reader/viewer replacing the almost impartial narrative effect of the 
ninth century frontispieces. Man's fallen nature is a given: he still has 
a choice, but that is not just to accept God as his Lord and obey him 
in all things, but also to fight his own nature, to conquer the weakness 
of his own humanity. The fruit is not given to Eve by the serpent, but 
she is persuaded to pick it. Adam does not eat the fruit, but simply 
accepts it. Eve's role is, therefore, more active, her connection with sin 
more direct, and this is emphasised by a degree of overt sexuality. In 
two, possibly three, of the manuscripts the motivation for the fall plays 
an important role; instead of the straightforward narrative of a choice 
made, the reasons for the choice, and even the reasons why it was the 
wrong choice are displayed. 
Obviously the large iconographical cycles of the two Anglo-Saxon 
manuscripts offer more in the way of information than the initial in the 
Odbert Psalter and the miniature in the Moissac manuscript. Never-
theless it is interesting to consider the developments in the period that 
stretched over roughly half a century. It is difficult to determine whether 
Junius 11 or the Psalter is the older work, but in terms of iconographie 
development I shall consider the Psalter as the first of the works. While 
it is true it foreshadows the complex initials of the later eleventh and 
twelfth centuries, it is in many ways the closest to the ninth century 
works, despite its extreme compression. This is the one miniature in 
which motivation does not play a part; it is a straightforward depiction 
of the fall as a fact. An important element is the covering of nudity, 
which implies that a certain weight was given to that aspect when the 
choice was made what would be depicted. In view of the increasing 
emphasis on sexuality it is perhaps easy to over-emphasise this point. 
The decision could have been greatly influenced by technical rea-
sons. The amount of space in an initial is limited and complexity of 
composition extremely difficult. As it is, the three episodes of the two 
temptations and the covering are all adequately shown in a very small 
space. However, this is not an inevitable choice. In fact the temptation 
of Adam is truncated: Eve does not offer the fruit to him; he already 
holds it. The choice before the artist/designer wanting to show all three 
scenes was either to have Eve accept the fruit and hand it to Adam, 
thereby not leaving a hand free for the leaves, or to have Eve hand 
the fruit to Adam, while the pair covered their nudity, or the choice 
that was in fact made. By choosing to depict the pair holding leaves 
before their genitalia and Eve just after she has accepted the fruit, the 
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artist/designer has emphasised the more active role of Eve and the 
sexual clement. Nevertheless, the dominant consideration is the place 
of the miniature within the scheme of the iconographie cycle of the 
manuscript as a whole. It is an essential part, together with the other 
Genesis initials, of this cycle. The whole meaning of the Christological 
cycle is based on the need for redemption, and it is just these initials 
that demonstrate that need. The mirroring of Christ's sacrifice in the 
fall initial, and the fall in the first temptation of Christ underline this 
interdependence. 
Junius 11 is an extremely complex and difficult work and has many 
unique features, but even so there are trends that can be seen. Like the 
Psalter, if the manuscript is taken as a whole, there is a great emphasis 
on redemption and Christ's sacrifice. Even if we consider only the visual 
narrative, there is a great degree of preoccupation with motivation. The 
miniatures, showing events through Eve's eyes, give a picture with which 
the reader could identify. Eve again plays an active role, but here as 
a victim not only of the devil/serpent, but of her own self-deception. 
Eve is the weakness in mankind, the senses and emotions that can be 
deceived, even while intending nothing but good. Irresolution, doubt, 
the willingness to listen to dubious counsel are Eve's downfall. Her 
inability to perceive the truth, her inclination to follow the dictates of 
emotion rather than stern knowledge and reason are her faults. Eve is 
the flaw in human nature. Adam's sin is that he allows the arguments 
of the senses to overrule his better judgement. In seeing Eve as an 
allegory of the senses and emotions she is in no way depicted as a 
symbol of sensuality or sexuality. In neither text nor illustration does 
Eve use her body or try to inflame Adam's desire to get him to accede 
to her request. Eve, the female element in mankind, is that weakness 
that holds him back from achieving heavenly status: it is through the 
female that sin can gain a foothold, but sin is not equated, or even 
associated with sexuality. 
The Hildersheim doors arc contemporaneous with the two older 
manuscripts and share their emphasis on the cycle of sin and redemp-
tion. The doors form a new departure by depicting Eve's temptation 
of Adam as based on sexuality. The consciousness of sexuality here is 
not the result of the fall, but an essential element leading to it. Just as 
Eve in the Junius manuscript is the means by which sin can enter the 
world, Eve is the instrument here, but not simply as human weakness, 
deceived by the senses and emotions, but driven by sexuality and her 
enjoyment of the power it gives her. It is this theme that is picked up 
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and enlarged by the Old English Hexateuch. The creation of Eve in 
this manuscript is a transitional stage between the earlier depictions 
of an independent but secondary creation, and the later derivative 
of the male, coming forth from him at the word of God. Even more 
than the Hildersheim doors, does the Hexateuch associate Eve with sin. 
Like them it depicts her as sexually aware, consciously alluring, but it 
binds her, quite literally, with the serpent and the tree of knowledge 
of good and evil. In the miniature of the fall in the Hexateuch sin, 
sexuality and femaleness are bound together forming a magnet for 
and a danger to man. The youngest of the manuscripts of this period 
again probably displays the role that sexuality played in the thinking 
about sin, and again Eve is the initiator. It would be an exaggeration 
to say that sexuality had become equated with sin, but it was clearly 
playing a more prominent role. Sin was no longer a simple matter of 
choice between following one master or another, but of choosing to 
fight against the lower nature in ones self, of denying the senses, con-
trolling the emotions and of ensuring that the intellect and soul ruled 
the body. In a certain sense sexuality, or female sexuality, began to be 
a symbol not only for all that was human weakness, but also for the 
attraction of such weakness. Man's potential, the divinity in him, was 
no longer to the fore: he had relinquished that with the fall, and the 
artists at the end of the tenth and beginning of the eleventh centuries 
concentrated on his human nature, that part of himself that must be 
overcome and could only be done so by the grace and help of God. 
Certainly the Anglo-Saxon manuscripts see evil as the work of the 
devil that plays upon the weakness and imperfections of men, but 
at the same time it is clear that man owes his existence—as docs the 
world—to the rebellion of Lucifer. Man can replace the fallen angels, 
but only with God's grace and help: his conscience is the battleground 
where his lower and higher natures find their conflict. The devil and 
sin appeal to his senses, while God appeals to his intellect and deep 
knowledge of what is right. If man can vanquish the control of the 
senses over his life he can vanquish sin and the devil. In the fight for 
man's soul both parties continue their struggle, but both appeal, not 
to the simple fealty owed to a lord, but to the desire and appetites of 
man himself, whether of the body or the soul. Both enemy and ally 
are found within man himself in his longings that reflect both sides 
of his nature. At the same time there is the beginning of a gendered 
approach to sin. Femaleness and sexuality are equated, and Adam's 
susceptibility to Eve's sensuality is not only that of the intellect weakened 
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by the senses, but of man seduced by woman. While the male-female 
sexual relationship is used as a metaphor it prepares the way for the 
identification of (sexual) sin with women. 
The spread of manuscripts with fall miniatures in this period is curi-
ous. Obviously we have no way of knowing how many have been lost 
to us, but it is surely significant that there are two extensive cycles from 
late Anglo-Saxon England and none from the Ottoman Empire, despite 
the relatively large number of manuscripts from that area. The only 
example from the east Prankish lands that we have is the HUdersheim 
doors. Cohen and Derbes have argued very cogently that the choice 
of subject matter was related to a power struggle between HUdersheim 
and Gandersheim. Anglo-Saxon England was also subject to power-
struggles, divided loyalties and disaster that was put down to ill counsel 
and indecision, as well as the contention between secular and regular 
clergy. It is possible that against a background such as this, the need to 
make the right choice, in most cases seen as a conservative one, between 
loyalty to a sworn lord and new counsel, people tended to look again 
at the choices made by their first parents. We know too little about the 
circumstances surrounding the making of the manuscripts to say if this 
was a conscious factor, but it is a point worth bearing in mind. 
Without doubt we can say that the monastic reform movement played 
a large role in shaping the way the iconography developed. Not only 
were all five works the products of reformed houses, but they emphasise 
those aspects of life desired by such houses. In this sense they are as 
much propaganda as the ninth century works. They breathe the sense 
of identification, of drama so characteristic of Cluniac reform, but 
also preach the austerity expected of the monk, and desired of the 
Christian. This, too, is consistent with the new element of sexuality in 
the works, in a world where, above all, the reformers were preaching 
clerical chastity and virginity. The monk should be dead to the world, 
and concentrate on God alone, all else was a distraction. Love of God 
should be the emotion that moved him, made him humble and praise 
God. The monk should be the opposite of Lucifer, rejoicing not in his 
own powers, but recognising and praising God. In this ideal, the senses 
were a hindrance; he must learn to deny them, with God's help, put 
them from him and be worthy of heaven. Desiring God and loving 
God were no longer enough, the enemy was no longer without, but 
within, and it was this enemy that must be conquered. 
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5. Death in the Late Tenth and Early Eleventh Centuries 
It is interesting to note that the occurrences of visual personifications 
of death, just as representations of the fall, tend to be found in clusters 
in the early Middle Ages. These clusters, too, tend to coincide with the 
fall clusters. The serpent at the foot of the cross and the super aspidem 
motif continued to be used, but there is a hiatus from the late ninth 
century until the late tenth century in the other forms. With the re-
emergence of death images, the basic forms found in the ninth century 
continue into this period, and there are various developments both in 
form and context indicating a shift in attitude. While death remains 
the eschatological death, the functions this figure fulfils show a marked 
change: in some cases the basic types have a tendency to cross the 
ninth century boundaries between anthropomorphic and serpentine 
and between relatively human and demonic. 
The period of the second cluster of manuscripts containing images 
of death is almost identical to that of the fall manuscripts and can also 
be divided into two groups. Once again Anglo-Saxon art provides a 
number of images, while the second major geographical area is the 
Ottonian Empire. A startling new development comes from a scrip-
torium in the Loire Valley, but this seems to be unique in that precise 
form. The images from the two main geographical and political areas 
show distinct diflferences in both form and attitude, giving rise to the 
question as to what in their background diflèred to such an extent as 
to cause these discrepancies. 
The human type figure is to be found as both the apocalyptic death 
and, in a new development, at the foot of the cross. The apocalyptic 
death shows little change from that of the younger of the two Caro-
lingian manuscripts considered, but the new context of the defeated 
death under the cross has two variants, both clearly emphasising the 
human and powerless characteristics of the figure. In no case is the 
fully human type death threatening or powerful: his clothing is both 
contemporary and modest; he is no warrior and carries neither effective 
weapons nor armour. In two cases that can be regarded as borderline 
human/demonic he is supernaturally large, coarse and frightening 
and, unlike the fully human type, he displays the implied nudity of 
the giant of the Utrecht Psalter. These are the only cases in which he 
fulfils his gaoler function and displays ferocity. These are to be found 
in the last judgement scene in BL Stowe 944, f. 6v, and psalm 1 in 
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the Harley Psalter, f. lv.165 If we consider the transformation of death 
at the foot of the cross, then the fully human type is more common 
than the borderline human/demonic. The new basic human type can 
therefore be seen as an unthreatening figure. 
The fully demonic version of the anthropomorphic basic type seems 
to stem rather from the giant of the Utrecht Psalter rather than from 
the demonic figures of the Stuttgart. The basic figure has serpentine 
locks of hair, wings, beard and dragons round his head. Like the demons 
of the Utrecht he wears a kilt and is generally hairy, scaly or in some 
way deformed. Despite the clear descent from giants of the Utrecht 
there is a move away from the gaoler function towards that of hunter. 
This cannot be said for the serpentine type; whether as a dragon or a 
serpent this is very much the defeated death. It is still found at the foot 
of the cross, but more and more frequently in scenes of the harrowing 
of hell, showing it trampled under the feet of Christ. From the tenth 
century, Anglo-Saxon art made use of the hell mouth, a practise that 
spread rapidly to mainland Europe, even finding its way eventually 
into Russian icons. The figure of the death in these scenes gradually 
loses importance and eventually becomes incorporated into the hell 
mouth itself. The serpent at the foot of the cross begins to give way to 
a human figure. At the end of this period we are left with two types of 
anthropomorphic death, the unthreatening human and the ferocious 
demonic type. 
The cross movements between the types, the absorption of certain 
representations and the growth of new ones makes charting the changes 
extremely complex to deal with either chronologically or thematically. 
The geographical area of origin of individual manuscripts appears to 
have been of great influence, a factor that is made visible by the use 
of basic types. 
5.1 The Serpentine Death 
While the influence of the Utrecht Psalter is undeniable, particularly 
on Anglo-Saxon art,1 0 6 the iconography of death in the succeeding 
period, initially at least, follows the conceptual traditions of the Stuttgart 
1 6 5
 London, BL Ms Harley 603, Γ. lv. 
I 6 b
 Zarnecki sees the inlluence on the Winchester School as so great as to be almost 
decisive. G. Zarnecki, The monastic achievement, (London, 1972). 
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Psalter more closely. Snakes, dragons and demons feature largely as the 
representations of death in the works of the following three centuries. 
While many of these images were stylistically similar to the Utrecht, 
the type of image found in that work was, to a large extent, absorbed 
into the demonic and infernal. 
A powerful symbol that arose in Anglo-Saxon England but has litde 
or no literary tradition is that of the hell mouth.lb7 It was a visual 
symbol, making its first appearance in manuscript art and finding its 
ultimate expression in medieval theatre. In the mouth of hell vari-
ous representations of death were conflated to make a new and vivid 
image. This image was so gripping, so appropriate to the feelings of the 
beholder that it spread from England to the rest of Europe and became 
the dominant visual method of portraying hell. Probably the earliest 
surviving image is an ivory plaque from the late eighth or early ninth 
century, which combines the ascension with the harrowing of hell and 
the doomed within hell.168 The first aspect of the hell mouth was that 
of the Old Testament Sheol or pit, graphically shown in the Utrecht, 
but taking on a new implication, that of something living. While the 
mouth of hell itself never became popular as a literary figure, it had 
some precedents in the idea of sin and death being a ravenous beast. 
Caesarius of Aries described the mouth of the pit as being similar to 
the sensation of being swallowed and being cut off from the sight of 
God, something that accords with the concept of death in the Utrecht 
Psalter. Perhaps one of the most interesting ideas that could have con-
tributed to the formation of the hell mouth was a fifth century sermon 
by Peter Chrysologus in which the close links between sin, death and 
hell acquire dramatic expression:16q 
O sin, you cruel beast—a beast not content to vent your fury against the 
human race from merely one head. We have seen this beast, brethren, 
devouring with a triple mouth all the highly precious sprouts of the 
human family. Yes brethren, with a mouth that is triple: as sin this beast 
captures, as death it devours, and as hell it swallows down. 
167
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The multiple hell mouth later became a feature of many depictions of 
hell, sometimes taking the form of three or even four equal mouths, 
sometimes mouths within a mouth and sometimes heads or mouths 
on a mouth. 
The whale or leviathan, as described in the Carmen de Jona, was 
an obvious source for the hell mouth, and Jerome's commentary on 
Jonah strengthens the view expressed by Caesanus. Jerome saw Jonah 
as being swallowed not by a huge fish, but by death and hell. Accord­
ing to Openshaw the lion, along with the dragon, was the source of 
the hell mouth in the eleventh century Tiberius Psalter.170 She cites a 
prayer to St. Michael, first found in the ninth century Book of Cerne, 
ff 56iH57v, but apparently current at Winchester in the eleventh cen­
tury."1 The gates of death and the shadow of death, as a building, 
were incorporated into the hell mouth. If the zoomorphic figures lent 
themselves to apocalyptic applications, or scenes of the last judgement, 
the architectural figures found a niche in the scenes of the harrowing 
of hell. The hell mouth was often shown in conjunction with a death 
image, the dragon being perhaps the most common form of this. 
However the serpents and dragons, trampled under the feet of the 
victorious Christ leading the fathers from hell, became smaller and less 
significant. The mouth gradually took over and absorbed the various 
images from which it sprang, until they lost their original connotations 
and became images of hell. 
5.1.1 The super aspidem Motif 
The image of Christ trampling on a lion and serpent or dragon was 
found among the earlier ninth century manuscripts, but in the Caro-
lingian Empire was to a large extent superseded by a serpent at the 
170 ρ
 1 4 r 
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postestatem ut ammam meam susapere dignens quando de corpere meo ent egresso et libera earn 
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foot of the cross. This motif was never as popular in Anglo-Saxon art 
and the preference for versions of the super aspidem motif remained. A 
very early example is to be found in the eighth century Durham Cas-
nodorus.172 This depicts a standing nimbed figure bearing a lance and 
a disc with the titulus 'David'. The interesting point is that he stands 
upon a two-headed serpent. Openshaw sees this as an early example of 
the use of the psalter as a defence against sin, and the identification of 
David as a typological Christ in the fight against evil.173 More recently 
this view has been challenged by reference to the text in which Cas-
siodorus' commentary claims that the use of the name David denotes 
Christ.174 While this may seem a relatively slight difierence, it does have 
consequences for the interpretation of the serpent under David's feet. 
If David is to be seen as a typological Christ, and to follow Openshaw's 
argument, the one who fights and defeats sin, then the serpent is a 
'clever allusion to the Devil.' However, it must be remembered that 
this is a double-headed serpent, and the triumphant Christ tramples 
not only on sin, but on the wages of sin, death. If Cochran is right in 
her reading that the miniature refers to Casiodorus' assertion that the 
name David means Christ, then this would seem to be a unique ver-
sion of the more conventional super aspidem motif, that in a very graphic 
manner combines the elements of sin and death with the symbolism 
of the serpent, in much the same way as the miniature on f.28v of 
the Stuttgart Psalter. 
Obviously the super aspidem motif goes back a considerable time in 
Insular art, and while it is sometimes found as an independent scene, 
such as in the Crowland Psalter,17j it tended to be conflated with scenes 
of the harrowing of hell and the hell mouth. The Tiberius Psalter is 
a good example of such a conflation, (fig. 26) This was made probably 
in the second quarter of the eleventh century at Winchester and not 
only displays the stylistic tendencies of the Winchester School, but the 
absorption of numerous themes in the scene of the harrowing of hell. 
Not only is the hell mouth shown as the gaping maw of a great beast, 
but echoing the Gospel of Mcodemus, the doors of hell have been burst 
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open According to Mcodemus, Chnst trampled death underfoot when he 
broke down the doors of hell in the Tibenus Psalter Chnst is standing 
directly on a demonic figure, but considenng the fact that it is bound, 
this would appear to be Satan Another point that would indicate this 
is the strong resemblance to the Satan of the temptation miniature on 
f lOv, the lack of wings and smaller size of the figure in the harrow-
ing scene would be accounted for by the difference between the battle 
of wills between two protagonists taking place at the temptation, and 
the defeat of one of them in the harrowing The lack of wings and 
diminished size show the extent of Satan's defeat and lack of power 
The influence of the Utrecht Psalter is very clear, not only stylistically, 
but in the pose of the cross-nimbed Chnst This is not the warnor 
storming the infernal gates, those he open behind him, but the loving 
Lord who raises the fathers from hell Nevertheless, despite the virtu-
ally identical poses, there is a stronger sense oi hierarchy than in the 
Utrecht, due to the enormous discrepancy in size between Chnst and 
the figures he releases These figures, with two exceptions, are in con-
temporary dress The two exceptions arc naked, and clearly represent 
Adam and Eve Unlike the majonty of harrowing scenes the two do not 
stand together, closest to Chnst, as he raises them first Here one figure 
indeed stands immediately before Chnst, but the second stands at the 
back of the group, furthest from the Redeemer This is an indication 
that the second figure is Eve, although neither figure has either pnmary 
or secondary sexual charactenstics it is a reference to the versions and 
adaptations of Nicodemus such as Chnst and Satan in which Eve cannot 
leave hell until she takes upon herself the blame for the fall 
Outside the context of the harrowing of hell the same motif of Chnst 
trampling on death can be seen in Pans, Bibliothèque de l'Arsenal, 610 
This tenth century German work is known as the Worms Missal and 
contains two full-page miniatures That on f 55v precedes the Muse 
pro defunctons on f 56r and shows Chnst, cross-nimbed and enthroned 
with at his feet a chained and manacled death This is a demonic dark 
figure, with wild peaked hair Chnst pierces his eye with a crux hastata 
held in his nght hand while with his left he holds the chain that binds 
him The question is whether this is a form of symbolism in an exten-
sion of the ninth century death as the captive of God, or whether there 
is a conflation with the bound Satan There is no doubt that death is 
intended Not only does the miniature precede the Mass for the dead, 
but there is a verse under it that makes the identification explicit Hie 
residues who Chnstus mm vwtor in alto/Mortem calce permit, colligate alquefodit/ 
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Dumque salutiferam vult Mors extinguere vitam/Infelix homo depent ilia sua. The 
emphasis of the verse seems to be on Christ's victory over death: it is 
his redeeming face that saves man. There is no sense that man must 
work for his salvation, indeed he has no place in the miniature at all. 
Considering this point it seems likely that there is no real conflation 
of death and Satan here, although the idea of the chained devil may 
have influenced the iconography. 
5.1.2 The Serpent at the Foot of the Cross 
The serpent at the foot of the cross is one of the motifs that show the 
most changes, crossing the boundaries between types. A number of 
manuscripts of the second half of the tenth and beginning of the elev-
enth century continue the Carolingian theme of the serpent or dragon 
at the foot of the cross with little change in essentials. '7fa Of particular 
interest in this group is Brussels, Koninklijke Bibliotheek Ms 5573. This 
shows a strong tendency towards the idea of the cross not only as the 
defeat of death, but also the way to eternal life. It is a 'green cross' 
consisting of two logs with the sawn-off ends of branches shown on 
them, and from these sawn-off branches spring blade-shaped leaves. At 
the foot of the cross the twisted and knotted form of a molded snake 
with a light underbelly lies, its head pointed upwards and its mouth 
open. These aspects, taken in conjunction with the freely bleeding 
wounds borne by Christ, point to an interpretation of this crucifixion 
being a relatively early version of eternal life springing from Christ's 
death on the cross. However, other persons or articles begin to appear 
at the foot of the cross. 
The importance of the role of the Church, and the Eucharist in par-
ticular, is demonstrable in the number of miniatures that show a chalice 
at the foot of the cross, sometimes seemingly used as a suppedaneum. This 
is a variation of the figure, usually Ecclesia, catching the blood flowing 
from the wound on Christ's side. In this case life replaces death. Death, 
however, takes on a new and more immediate form with the placing 
of Adam at the foot of the cross. This must not be confused with the 
resurrection of the dead shown in many crucifixion scenes, although it 
is sometimes conflated with it, and is probably one of the iconographie 
sources for the transformation of death into Adam. Death entered the 
"
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world through Adam's transgression: there was a tradition that Adam 
was buried at Golgotha, the site of the crucifixion.177 Syrian artists began 
the tradition of showing Adam's skull at the base of the cross, and this 
usage spread through the Eastern Church and by the ninth century 
was certainly common practice in Byzantine art. Rome never accepted 
the tradition but that did not prevent artists using the motif, either as a 
skull or an entombed corpse. Its spread in Western Europe was slower, 
reaching Spain towards the end of the tenth century, but taking until 
the twelfth and thirteenth to become established. The crucifixion in 
the Fulda Sacramentary, circa 975, Göttingen, Universitätsbibliothek, 
Theol. 231, f. 60r, shows this transition stage very clearly. While Adam 
and Eve, with their (symbolic) descendants rise from their graves, the 
snake twines around the base of the cross. 
Interestingly, at least one miniature shows Adam and Eve, the chal-
ice and the serpent.178 (fig. 27) This dates from the end of the period 
now under discussion c. 1050 and originated in the scriptorium of 
Echternach. It has, stylistically at least, much in common with other 
Ottonian products, being fairly symmetrical with the decorative and 
surface qualities very apparent. Although 'busier' and fuller than many 
Ottonian works it has much of the stillness and timelessness that invite 
contemplation. The deep blue background is possibly intended to 
represent the darkness that fell during the crucifixion. Many Ottonian 
crucifixions, despite their surface quality and sense of being outside time 
and space, have a strong narrative element, often showing the division 
of garments, Stephaton and Longinus and the leg-breakers. In this 
case we can see a strong link between the text of Matthew 27.45-52 
wherein the sky is darkened and the graves gave up their dead. The 
two 'risen' can be identified as Adam and Eve by various elements, 
not only the Golgotha connection and the fact that they are male and 
female. Nudity often indicates Adam and Eve, but nudity in Ottonian 
art is very rare indeed and the lack of it here cannot be regarded as a 
contraindication. The fact that Mary and John stand upon the mounds 
from which they rise points to a hierarchical contrast. The Eve/ Mary 
opposition is well known, and is here emphasised, not by Eve's nudity, 
but by her flowing locks, set against the chastely covered head of 
Mary. The youthful, beardless John, to whom virginity is traditionally 
Mark 15, 22. 
London, BL, Ms Egerton 608. 
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attributed, is set above the bearded and experienced Adam: the ser-
pent winding around the base of the processional type cross is another 
reminder of the fall and the coming of death that was its result. The 
serpent's head reaches the bottom of the chalice into which blood from 
Christ's wounded feet streams. The whole miniature encapsulates the 
story of the redemption from the fall via Christ's sacrifice to the hope 
of eternal life symbolised by the (Eucharist) cup. The first sin is undone 
by Christ's death: just as Christ tramples sin and death in the form 
of the serpent, so the two other virgins trample the first sinners. This 
juxtaposition throws some light on the idea of sin: here there is clearly 
a sexual connotation, but it cannot be regarded as an indication that 
sexuality was the only or even the chief sin of the fall. Steadfastness is 
attributed to John and Mary, as is lack of pride or hubris. Nevertheless 
this is an optimistic miniature. The consequences of the first sin are 
undone, and the chalice indicates that redemption is there for those 
who rise above their sinful nature. 
Adam, as a skull or corpse, represented man doomed to die, or even 
death itself, as Christ represented life. It was yet another development 
of the super aspidum motif, but one that brought death closer to man. 
By identifying Adam, the common ancestor of all, with death, death 
was made physical and human. Perhaps the most startling example of 
the transition by which Adam became identified with death is Angers, 
Bibliothèque Municipale, Ms 24, f. 7v. (fig. 28) This tenth century manu-
script originates from the Val de Loire, but is not expressly attributed to 
Flcury. Nevertheless, I think it can be assumed that the manuscript was 
made in a flourishing period of monastic reform. The work has strong 
similarities to Ottoman manuscripts in the content, but not the style or 
treatment. Just as many Ottonian manuscripts have a strong narrative 
thread in the passion miniatures, the Angers work crams a great many 
events and scenes into a single opening, ff 7v, 8r. Not only does it show 
the crowded events of the crucifixion and deposition—again frequently 
found in Ottonian manuscripts—the tituli make sure there is no pos-
sibility of mistaking what is represented. The similarity with Ottonian 
works ends with the subject matter. The style is far removed from the 
still and calm effect of the scriptoria of Echternach or Reichenau. The 
figures leap and prance, the soldiers tug hard at the clothing, the leg-
breakers swing their clubs with energy, and even Mary and John seem 
to quiver with life. The colouration is sober and limited, contrasting with 
the rich colours and plentiful gold found in so many Ottonian works. 
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It shows Christ's triumph over death in a most emphatic fashion. The 
leaves and buds found on the 'green cross' of Anglo-Saxon manuscripts 
appear here as small fleur-de-lys on the arms and top of the cross, but 
these burst into large acanthus leaves in the deposition scene on f. 8r, 
indicating that with Christ's death the cross has become the tree of life. 
The triumph is shown also by the banners bearing a cross that wave 
on the arms of the cross, flanking the bearded, open-eyed and living 
Christ. The cross is a processional type, that is the lower part tapers as 
did the crosses carried in church processions and were then fixed into 
a holder on the altar. This cross is fixed into the ground, but instead 
of being above a dark hole with a skull denoting Adam's grave—and 
this would be a very early instance of this in Prankish lands—it seems 
to bore through a severed head. Linking the head to the bleeding feet 
of Christ is a serpent. By showing Adam's head, rather than his skull, 
his role has changed. It is no longer simply a geographical particular, 
however important that may be in denoting the centre of the world 
and the significance of the crucifixion; it shows Adam as mortal man, 
the snake symbolising both his sin and his death. Sin and death are 
crushed by the weight of redemption. This is not Adam rising from the 
dead or brought from hell by a victorious Christ, but man before the 
redemption, condemned to eternal death. Adam stands for unredeemed 
man who must die spiritually. It is the necessity for this spiritual death 
that is defeated here. 
5.2 The Anthropomorphic Death 
The Angers manuscript brought a very human aspect to death, mak-
ing it close and identifiably human. Nevertheless, it is a unique work; 
to my knowledge no other work with such a detail remains to us. The 
human death was a minority figure in this period. The only true suc-
cessors to the giant of the Utrecht have certain supernatural traits. 
The Harley Psalter is the oldest of the so-called 'copies' of the Utre-
cht, being started at Christ Church, Canterbury, circa 1010.17q Work 
continued on it for about 120 years, but it was never completed. The 
illustrations clearly had priority, being completed, per folio, before the 
scribes set to work. There are various theories as to why it was made, 
to conserve the possibly fading Utrecht and to provide a more easily 
London, BL Ms Harley 603. 
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readable version,180 or to provide a learned person with a tool for medi­
tation and contemplation.181 Noel is of the opinion that ^Ethelnoth was 
the intended recipient, someone who was familiar with and admired the 
Utrecht Psalter, someone to whom the psalms were so familiar that the 
illustrations would provide a point of departure for contemplation. 
The illustration to psalm 1 on f. 1 ν follows closely that of the Utrecht 
Psalter, both in style, iconography and treatment, but is set in a border, 
(fig. 29) The pit of hell and the figure of death fall partially outside this 
frame, which is an interesting departure, perhaps to emphasise the fate 
of the proud, above in the top right. The demons at the pit have lost 
their wings and their features are coarsened. The death of the Harley 
is still an anthropomorphic giant, and in pose and function faithfully 
reproduces its model. However there are some difierenccs. He devours 
one of the unrighteous, rather then simply holding him prisoner in hell. 
This increases his role as punisher and brings to it a demonic aspect. 
Not just eternal death and the absence of God is punishment, but pain 
and fear as well. Death in the Utrecht Psalter has wild locks of hair, 
which in the Harley have been made into five very definite and horn­
like peaks. The hairs on the arm are more pronounced and give an 
effect of fur. The rather odd arrangement of the arms in the Utrecht 
whereby death's right arm seems to be brought round towards the left 
and ends in a clumsy hand has been altered in the Harley: here only the 
left arm is visible and ends in a strange curling flipper. In fact we can 
say the Harley death is taking the first steps towards the demonic. 
A second version of the giant is to be found in the New Minster Liber 
ViUiem in last judgement scene that spans an opening, if 6v, 7r. (fig. 30) 
This manuscript was made at Winchester, New Minster, about 1031 and 
contains not only the last judgement opening but a scene on f.6r. of 
Cnut and his wife ^Elfgifu donating a cross to the altar of the abbey. "" 
The last judgement scene is a line drawing with touches of red and 
green, possibly unfinished, considering the blank spaces on f. 6v. In 
fact it is probably incorrect to call this a last judgement scene. There 
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is indeed a majestas on the f. 7r, but this is no Christ in judgement, nor 
is there of any sign of the resurrection of the dead. On f. 6v an angel 
ushers a group of men after a second nimbed group, also led by an 
angel. They are clearly being led to the scene immediately opposite 
where St. Peter, holding an immense key, invites them to enter the 
open door of the heavenly city. It is within these gates and walls that 
Christ in majesty is adored by those already there. Under the groups 
on the left hand side of the opening two nimbed men contemplate the 
scene played out on the right. On the far right a small group is held 
chained by a devil. This devil is a direct descendent of the Carolingian 
demons; spiky hair and ragged kilt characterise him, though his body 
and features are coarser than those of the Utrecht Psalter. He holds 
a book in his left hand and with his right seizes the arm of a soul. In 
this he is frustrated by St. Peter who hits him full in the face with his 
great key and takes the soul's other arm. On the extreme left an angel 
holds a book, obviously the counterpart to that held by the devil. In 
the lowest register we find a scene of hell, and that is where wc find 
the giant. This scene displays both the gates of hell and the hell mouth, 
perhaps in recognition of the diflerent levels of hell.184 An angel locks 
the gates, which could indeed be a reference to the last judgement, 
but possibly is better interpreted as the final fate of the godless, just as 
heaven was the final destination of the blessed, whatever interim places 
they might inhabit. Two figures fall into the hell mouth, a third tries 
to fling himself away while the giant forces two more figures towards 
the maw. The giant is not fully human, not only is he very large and 
wearing the ragged kilt so characteristic of the demonic, but he appears 
to have a spur on his right heel. His function is still that of the giant in 
the Utrecht: he, no less than the damned, is a denizen of hell, in this 
case locked there by the angel. His work is to ensure that the damned 
enter the hell mouth. Even more clearly is this a separate function of 
death, rather than the devil. The sinner is given over to eternal death 
and, as a consequence, must suffer the torments of hell. Here again 
death is defeated and confined by God, but must also serve him as 
gaoler for those who rejected salvation. 
Ifl
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The New Minster Liber Vitae was begun by the monk ^Eisige, presum-
ably at the direction of his abbot ^Elfwine, and shows the close connec-
tion between the abbey and the crown. New Minster had always had 
strong royal connections, being founded in 901 by Edward the Elder, 
with Edmund's church being built in the early 940s. Its connection 
with the reform movement is obvious in its re-founding by ^Ethelwold 
in 964 and the part it played in the spread of Cluniac ideas in Eng-
land. The Lîèir Vitae shows the royal connection continued under the 
Danish kings, the most telling being the miniature on f.6r showing the 
donation of a cross to the altar of New Minster by Cnut and his wife, 
iElfgifu, the widow of ^Ethelred the Unready. Much later sources credit 
Cnut himself with having placed a crown on the head of a crucifix at 
Winchester. Raw is inclined to credit the story, as the earliest pictures 
of crowned crucifixes date from the time of Cnut.181 The miniature 
on f. 6r shows a very particular relationship between the royal couple, 
the monastery and God. The monastery is represented by the monks 
under the arches at the bottom of the page, each one gazing at the 
scene above. Standing on a dome that holds the altar, the king and 
queen present the cross, Cnut actually placing it upon the altar. This 
is the central point of the miniature, being not only the middle point 
of the composition but in strong body colour, gold, red and dark 
green. Heaven's approval is shown by two angels who place a veil over 
jElfgifu's head and a crown on that of Cnut. Their names and tides 
are given—JElfgyfii Regina, Cnvt Rex,—implying not only divine approval 
of their action but of their rulership. Above, seated in a mandorla, is 
Christ flanked by Mary and St. Peter. St. Peter is shown as a tonsured 
monk, both here and on f. 7r. This is a clear indication of the role the 
monasteries played in salvation—the key to heaven was in the hands 
of the regular (reformed) rather than the secular clergy. In this respect 
it is notable that books play an extremely prominent role in all three 
miniatures. In the miniature on f. 6v the central monk, presumably 
Abbot .(Elfwine, holds a book and behind him stands an angel: this 
is most likely the Liber Vitae itself. Christ holds an open book on his 
knee, the ultimate Liber Vitae of all those blessed and redeemed. Mary 
too, holds a book in her right hand, and while she is frequently shown 
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with a book, a reference to the apocryphal story that she was studying 
the word of God when the annunciation took place; in this context 
it could represent the names of those for whom she would intervene. 
The cult of Mary was particularly strong in Anglo-Saxon England, 
and her powers as mediatrix were held to be very great."16 On f. 7r 
both an angel and the devil hold books that they use to argue the fate 
of the soul in dispute. Such emphasis on books in the miniatures is 
in accordance with the purpose of the work- to record those faithful 
here on earth, the members of the community and their patrons and 
benefactors, in an earthly version of the heavenly book. Perhaps the 
emphasis on this aspect is an indication that salvation was not for all, 
but only those who devoted their lives to God and those who supported 
them. Heaven must be earned, but a record of the deeds and gifts of 
the faithful was a further insurance. 
5.2.1 The Uta Codex 
While the Anglo-Saxon human type death was developing increasingly 
demonic traits, becoming more frightening and bestial, the role of 
gaoler was submerged in a vision of the defeated death that opened 
new prospects of heaven. Circa 1020 the scriptorium at Regensburg 
produced the Uta Codex, Munich, Staatsbibliothek Clm. 13601, with 
an extraordinary miniature of the crucifixion on f. 3v. (fig. 31) This has 
to be linked to the illustration on the opposite page of Bishop Erhard 
at celebrating Mass, linking the divine and the symbolic sacrifice, the 
continuing nature of redemption and the role of the Church therein. 
Christ's triumph is splendidly portrayed, but there is a great emphasis on 
how the Christian soul can share in this triumph. The manuscript has 
an unusual form because it was not really suitable either for liturgical 
use or for private study and meditation.187 There is little doubt that it 
was intended for the abbess of the female foundation of Niedermunster, 
and this is confirmed by the hexameter accompanying a miniature on 
f. 2r of the Virgin and Child blessing a woman in religious dress who 
offers a book with the distinctive format of the Uta Codex. There is also 
a monogram which points to the Abbess Uta. The crucifixion itself is 
a full-page miniature and one in which death plays a prominent role. 
1Hl1
 See for Mary's powers Kate Koppelman, "Devotional Ambivalence: The Virgin 
Mary as 'Empresse of Helle'," Essays in Medieval Studus 18 (2001). 
1R
' G. Swarzenski, Die Regensburger Buchmalerei des χ und χι Jahrhunderts (Leipzig, 
1900). 
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There are several death themes combined or transformed here. Christ, 
robed as a priest and crowned as a king, stands on a suppedaneum that 
is the centre of the illustration, linking two mandorlae. The upper one 
of these surrounds Christ while the second encloses the lower part of 
the cross and the figures labelled as 'Vita' and 'Mors'. Mors tumbles 
out of the mandorla, attacked by a lion-headed bud that springs from 
the cross. The serpent at the foot of the cross has been transformed 
here into a fully human figure. Nor can we interpret this death as a 
derivative of the Golgatha legend, as, not only is the figure at the foot 
of the cross but in no sense buried under it, but he is set against the 
female figure representing life. Indeed, the whole miniature is cen-
tred on the idea of life, of which the defeat of death is obviously an 
essential part. Christ's death on the cross is the essence of life and the 
cross becomes the symbol of eternal life and the means to obtain this, 
the cosmologica! tree of life. The theme was not new: 'a long series 
of important Christian writers from the early third century to the late 
twelfth arc unanimous in their view that the Cross, whether as a tree 
or a ladder, provides for the soul at death an ascent to heaven."8" The 
crucifixion miniature displays the same richness and ornamentation that 
are characteristic of the manuscript. The medallions surrounding the 
two mandorlae have both narrative and symbolic significance showing 
a fine and balanced harmony between all the disparate elements, sun 
and moon, Ecclesia and Synagoga, life and death. Narratively speaking, 
the veiling of the sun and moon, the tearing of the veil of the temple 
and the graves giving up their dead arc all elements of the crucifixion 
story, but acquire a deep symbolic significance here. On the side of life, 
the dead are resurrected and Church and sun stand, while the 'nega-
tive' elements, moon, Synagoga, the temple, symbolising the old law, 
are linked to death, and like him arc fallen and defeated. 
This is a celebration of the defeat of death and the victory of the 
new Christian life. Nevertheless, this celebration is not fully adversarial, 
Ecclesia is triumphant and under her the dead are raised, but here this 
is a new growth, coming from Synagoga and the temple, the new law 
replacing the old. Just as the old law meant death for mankind, so the 
new means life for the righteous. The positive and negative elements 
are brought into harmony. This harmony is made explicit by the four 
im
 E.S. Greenhill, "The child in the tree: a study of the cosmologica! tree in the 
Christian tradition," Traditio 10 (1954). 
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diagrams under the arms of the cross. These give the four 'perfect' 
musical and numerical harmonies, but also bind together the 'positive' 
triumphant elements with the 'negative' defeated elements—'Mors', 
'Mundus', 'Infernus' and 'Pintespilon' (squaring the circle). The figure of 
Christ, both King and Priest, seems less a crucified body and more like a 
director bringing all the elements together, reaching out to both positive 
and negative, past and future. The defeated death, falling and wounded 
by his own weapons, is brought into the cosmic harmony.189 
The figure of death itself has nothing of the demonic, being clad 
as a man, but of the lowest class, his jaw is bound up as that of a 
corpse, his skin has greenish tinge and he carries a sickle and lance, 
both broken, the latter appearing to wound him. Death defeated is a 
corpse, deprived of life and power. This is made explicit by the tituli in 
the border of the mandorla. By 'Mors' is written 'Mors dévida pern qui 
Christum vincere gestis,m and by 'Vita' 'Spiral post Dominum sanctorum vita 
per aevum'.m Between 'Mors' and the cross is the titultis 'Crux est destructo 
mortis'm and between 'Vita' and the cross 'Crux est vita repatio w'to'.193 
The well-known attributes of death, the sickle and the spear make 
their appearance for the first time, as far as is known, in western art. 
The sickle was an attribute of Saturn in his capacity as god of the 
harvest, but due to the dual nature ascribed to him he was also associ-
ated with castration, old age and death and he was portrayed thus in 
early medieval works.194 It was no very great step then to transfer the 
sickle to death, particularly as there was already a literary tradition 
dating back to the first century Greek apocryphal Testament of Abraham 
that refers to 'the sickle of death."95 Nor must we forget the reaping 
Christ and angels of Revelation, for while these are associated with 
the end of time apocalyptic expectations were not dead. Moreover the 
words introducing the reaping angels are particularly appropriate to the 
themes of life and harmony of the miniature: Beati mortui qui in dfomjino 
m
 For an analysis of the Crucifixion and its harmonic elements see Adam S. Cohen, 
The Uta Codex: art, philosophy and reform in eleventh century Germany (University Park, Pa., 
2000) ch. 4. 
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° Death who attempted to defeat Christ is conquered. 
''" Following after the Lord the lives of the saints are eternal. 
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 The Cross is the destruction of Death. 
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,
 The Cross is life, restoring Life. 
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 For example the Leiden Aratea (Leiden, Universiteitsbibliotheek, MS. Cod.Voss. 
Lat.q. 79, f. 93v). 
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 Jordan, "The iconography of Death in western art to 1350". 
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moruntfurj7'Amodo id dicit spßnjtus—ut requies/cant a labonbfusj suis-Opera 
enim il/llorum secuntur illos.K6 As far as I know, no one has put forward 
a theory to account for the lance, but the similarity of the pose and 
position of Mors in the Uta and the figure of Longinus in the crucifixion 
in the Rabbuia Gospels, suggests that there may be some connection 
made between death and the Christ's final deathblow. This would again 
agree with the theme of Christ triumphant over death. The cross as 
a symbol of this victory is made clear by the titulus mentioned above, 
but also vividly portrayed in the miniature itself. The cross's attack on 
death via the golden lion's head reinforces the message. It is possible 
that the hybrid (both tree and animal) was suggested by a word play 
found at the end of the chapter on the hydra in Phymlogus version B, 
Ό mors, ero mors tua; morsus tuus ero, infernus.,m 
The crucifixion shows not only death defeated, but death brought into 
harmony with the cosmos, a part of the scheme of things. This implies 
a fundamental shift in the view of death. The ninth century psalters 
showed death as the enemy of God and, once defeated, the servant of 
God as the gaoler of the unrighteous. A slighdy earlier manuscript than 
the Uta Codex, the Leofric Missal that will be dealt with later, gives 
another view—death defeated by Christ, but still the enemy of man. 
If the Uta Codex brings death into harmony with God's purpose, then 
death must have some positive connotation. It is this positive connotation 
that is innovative in the portrayal of death. The eschatological death is 
unmasked: the giants and demons of the Carolingian works are shown to 
be powerless, not only in the face of Christ victory, but holding no sway 
over those who follow the way of the cross. It does not only depict the 
defeat of death and the establishment of harmony, it gives instructions 
as to how the individual Christian can partake in this double victory. 
The Greek fathers Christianised platonic thought and used this as a 
basis for their speculation on the symbolism of the cross. Using the 
definition of cantos given by St. Paul in the Epistle to the Ephesians 
(3.17-19) 'in latitudo et longitudo et sublimitis et proßindumnm this was 
used to define the dimensions of the cross. However these dimensions 
196
 Blessed are the dead who from now on die in the Lord. 'Yes' said the Spirit 'they 
will rest from their labours for their deeds follow them. Latin text taken from Bamberg, 
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referred not only to the cross, but also to God, and in particular to 
Christ on the cross, reaching out to embrace the world. In this con-
nection the hexameter on f. 2r is interesting, the word pignore implying 
both guarantor and that given as security. The prayer is addressed to 
Mary in her capacity of the progenitor of Christ, both the assurance 
of divine happiness and the means by which it is possible. A further 
concept was added—the cross as the instrument whereby the soul could 
rise to heaven. It is not surprising then, that the instructions as to how 
this could be achieved are given by means of tiiuli on the cross itself. 
Above Christ's arms are the words Latiditudo sanctfaje crucis bona op[er]a a 
cantattis latu[m] m[andatum tuum nimisj.19(' Along the upright of the Cross 
is written Longfijtudo sfanjctfaje crucis pferjseveranüa bonorfumj opferjufm] 
qui pferjseverat usqfue] ifnjfinfemj salfvus entj.700 At the Cross's base are 
the words Quafm] ifnjcompfrejhemibfiliaj iudicia ausp[roJjundum.im Above 
Christ's head the last part of the instructions—Spes remuneratfioj honor[om] 
opferjufrnj.202 The idea of judgement is brought into connection with 
the Christian duty of caritas and the miniature makes plain that this is 
necessary in both senses. Love of God, shown in the devoted gaze of 
Vita and Ecclesia, is the spur to love one's fellow man and undertake the 
good works advocated in the titilli. The spiritual works of caritas, the 
prayers for the souls of others, was long a feature of texts dealing with 
the duties of the Christian and more especially the (regular) cleric. For 
the first time we see this brought into a pictorial form as a general idea, 
not just the intervention for a particular patron. The prayers for the 
souls of others had a double function, also lifting those praying closer 
to God. It is the word spes, which gives a clue as to how death func-
tions within the cosmic harmony. The individual must work for eternal 
life: it is not his by virtue of baptism or of choosing the 'right side,' it 
is something to be earned, or lost. Death has not lost the eschatologi-
cal significance, in that sense the unrighteous still suffer eternal death 
because they do not partake of Christ's victory, but a new element has 
been added. The way to eternal life is through physical death; those 
who 'persevere to the end' have the hope of true life. The lack of any 
199
 The width of the holy Cross is the good works of chanty, your command is too 
wide to measure 
200
 The length of the holy Cross is persevering in good works, who perseveres until 
the end will be saved. 
201
 How incomprehensible are the depths of his judgement. 
202
 Hope is the reward of good works. 
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threatening quality on the part of Mors and his broken weapons indicate 
that the reader was thought to be fully capable of following the way of 
the cross. Here again there is no indication that this reward of life is 
to be granted immediately at physical death, but at that point one can 
hope for life. The literary sources give a less conservative picture, but 
one that oddly enough has its roots in a liturgical innovation. Sometime 
between 1024 and 1033 Cluny began to commemorate all the dead on 
November 2nd, an innovation which was quickly copied throughout 
Europe. According to Jotsuald, writing shortly after the death of Odilo 
in 1049, the innovation was due to a monk of Cluny being begged to 
ask that his monastery pray for the souls in torment in a volcano in 
Sicily—one of the 'entrances to hell.' If they would:203 
multiply their prayers, vigils, and alms for the repose of souls enduring 
punishment, in order that there might be more joy in heaven, and that 
the devil might be vanquished and thwarted. 
One of the most immediate impressions of the crucifixion in the Uta 
Codex is of optimism, richness and majesty. The gold background, the 
imperial purple of Christ's robe, the fine robes of ' Vita', 'Ecclesia' and 
even 'Synagoga' and the enamel like colours on the background all add 
to the impression. The emphasis in the Carolingian period was the 
study of the continuous gospel text. 'It surely represents a shift from a 
theological to a liturgical emphasis, from book art as the handmaiden 
of biblical study to illumination as the enhancement of ceremony in 
Ottoman society.'204 The Carolingians needed a didactic purpose in 
picturing Christ. This was in part due to the iconoclasm controversy 
of the eighth century and in part to the adoptianism controversy. The 
divinity of Christ had to be emphasised and thus depictions of his 
earthly life had to be treated with great circumspection. The Ottonians 
overcame these restraints and brought forth a Christ-centred art. The 
emphasis given by the monastic reform movements of the tenth century 
to communal life, the liturgy and the creation of beautiful artefacts was 
one that encouraged this movement towards the depiction of Christ, a 
movement that grew and drew strength from the active imperial sup-
port of reformed foundations. 
Regensburg held an important position, both politically and geo-
graphically. It was on the Danube trade route to Byzantium, and 
Cited Le Goff, La naiscence du Purgatoire. 
Ibid., p. 79. 
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Regensburg art showed Byzantine iconographie tendencies.203 It was 
the principal ecclesiastical centre of Bavaria, Henry II's former duchy, 
and he had been educated at St. Emmeram, a key house in the spread 
of the Gorzc reform movement. It would appear that the women's 
convent of Niedermunster was not so easy to reform. Judith, mother of 
Henry II, was closely connected with the foundation, and was praised 
by Henry the Wrangler, for her efiorts to reform the house but these 
seem to have failed. Niedermunster was not a Benedictine founda-
tion but subject to a rule promulgated in Aachen in 816. Its members 
came from noble, even royal houses and the rule did not impose a 
strict regime on them. The noble ladies led only a semi-cloistered life, 
being free to own property, live in their own quarters and to travel. 
Nor were their vows fully binding: they could leave the order to marry. 
The house itself was part of a former palace complex, and by the end 
of the tenth century its members were all of the upper nobility and 
not inclined to follow the strict Benedictine Rule desired by Bishop 
Wolfgang. Wolfgang had already brought in Ramwold to reform St. 
Emmeram and it would seem that Uta was brought from Swabia to 
fulfil the same function for Niedermunster.206 It is not known how 
much influence Uta had on the iconographical scheme of the Codex. 
Swarzenski seems inclined to think that it could have been great, and 
she seems to have been a lady of great force of character. However, 
since Swarzenski wrote, BischofT has discovered the man behind the 
iconography. He was a monk named Hartwic who had studied the lib-
eral arts under Bishop Fulbert of Chartres, one of the leading teachers 
of the early eleventh century. He brought back to Regensburg not just 
learning, but a wealth of manuscripts on rhetoric, music, arithmetic 
and other liberal arts.207 
Hartwic is a good example of the importance of relations between 
France and Germany in cultural life The Uta Crucifixion represents 
a convergence of northern French cathedral school learning, by 1020 
more advanced than anything in the empire, with the imperial concept 
of world order and world rule. 
-'
I)5
 In the Reichenau crucifixions Chnst is clean-shaven, but in the Uta Codex he 
is bearded in the Byzantine style As I understand it the Byzantine influence was not 
confined to style and iconography, but included the concept of rulership as well—in 
this case an even closer association of the emperor with Chnst 
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*' Adam S Cohen, "The art of reform in a Bavarian nunnery around 1000," 
Speculum A Journal of Mediaeval Studies 74 (1999) 
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It is very likely that the Codex was made towards the end of Uta's life 
and after her considerable success in imposing strict Benedictine rule 
to her house, and expresses the reform ideal of strict devotion to God 
and good works, allied with the love of beautiful liturgical artefacts. 
5.3 The Apocalyptic Death 
When considering the apocalyptic death in this period, the question 
arises of whether to include the St. Server Beatus. This is undoubtedly 
one of the most important works of the period, and one that belongs, 
geographically speaking, to north-western Europe. However, it belongs 
to a very different tradition, and however similar the roots of that 
tradition are, it is closely derived from the Spanish works, rather than 
the Carolingian apocalypses of Trier and Valenciennes. This study 
is concerned with how images, as metaphors, change and develop to 
meet the needs of the time. Such changes can be small and gradual, 
or spectacular, but they are all connected to their tradition. To try to 
integrate the St. Server Beatus into the more northern tradition would 
distort the view of the changes in that tradition. 
5.3.1 The Bamberg Apocalypse 
Other than the St. Server manuscript, only one other apocalypse of this 
period remains from north-western Europe, Bamberg, Staatsbibliothek, 
Bibl. 140. There is litde iconographie difference to be found between 
the depiction of the fourth horseman in this and in the Valenciennes 
manuscript. The riders are all shown on separate pages (ff 14r, 14v, 15r, 
15v), filling half a page, with text above. The figures are unambiguously 
human and typical of Ottonian art, somewhat static, large eyed, and 
presented against a flat gold background. Each of the four horsemen is 
shown as a young man, with nothing either demonic or angelic about 
him. The dress, too, is contemporary, without any warlike accoutre-
ments. The illustrations deviate from the text in as far as both the first 
and the third rider are offered crowns, the first, gold, the third, silver.2"8 
Jue
 Harnischfeger interprets this as the soul weighing and balancing, seeking victory 
over its egotistical self and the crown as its victory. Harnischfeger gives a psychological 
interpretation of the horsemen as steps in a voyage of discovery that each conscious-
ness must make. With the fourth horseman the human consciousness has arrived, 
purified at its dying thought, free from sorrow, desire and instinct. In my opinion this 
interpretation is completely anachronistic. E. Harnischfeger, Die Bamberger Apocalypse 
(Stuttgart, 1981). 
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As in the earlier manuscript death is not followed by Infernus. (fig. 32) 
Each of the other three horsemen has the designated attribute, the first 
rider even spanning his bow, though pointing it toward the ground. 
As in the earlier manuscripts the riders move from left to right but the 
vigour and action shown by the Carolingian figures is here replaced by 
a timeless serenity. The composition is simple to the point of austerity 
and the circular guidance found in the earlier manuscripts is completely 
lacking. The lack of any supernatural element is compensated for by the 
surface quality of the miniatures, transposing them out of the worldly 
sphere without background or distraction. Despite the simple composi-
tion the contemplative component is high. Each of the riders gazes at 
the Lamb with the book, almost as if in dialogue, thereby inviting the 
reader to consider the text above. The isolation of the riders, not only 
on separate pages, but held within distinct frames, emphasises the need 
to consider each rider and his symbolic and theological meaning. Despite 
the separation, a degree of unity is given by the green 'ground' upon 
which the horses stand, the gold background and the narrow purple 
frames. Each horseman is seen as an aspect, but without referral to the 
others. This point is emphasised by the changing colour of the Lamb. 
As each new seal is opened then another stage in the final history of 
the world is revealed. 
Despite the number of serpentine creatures in the manuscript, none 
of them can be regarded as death; they are all clearly fairly close to the 
textual beasts. The Carolingian giant gaoler has his descendent in Satan, 
bound in hell and in the angel/demon who binds him. Not only is the 
function similar, but the large figure, naked and with six waving locks, 
is a cross between the giant and demons of the Utrecht Psalter, and 
the demonic death of the Stuttgart Psalter. The miniature of the last 
judgement in the Bamberg Apocalypse has a figure that may possibly 
be a version of the giant gaoler, (fig. 33) Next to the chained Satan a 
slightly smaller creature, also naked and with hair in peaks, hauls the 
damned into hell. This is very similar to the figure that releases Satan 
after his thousand-year bondage. The text speaks of Satan and death 
being thrown into the bottomless pit, so it is possible that this figure 
was intended to be seen as death. If this is so then it is a very diflfer-
ent death from the rider on the pale horse: it is both a fearsome and 
defeated figure. It is clearly a very difierent concept: the horseman is a 
sign of the triumph of God and his Church while this is closer to the 
death of the Utrecht Psalter, an enemy of God, and in this case allied 
not only with Satan, but the Antichrist. 
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The Bamberg Apocalypse has strong links with its Carolingian 
predecessors, and like them, has no commentary.200 It is an extremely 
rich manuscript in the Ottonian imperial tradition made at Reichenau, 
almost certainly for the emperor Otto III. There is some debate over 
the dating, Miitherich opting on stylistic grounds for a later date, while 
Mayr-Harting and Klein assign it to 1001-2. Mayr-Harting's argument 
is based chiefly on the ruler portrait on f. 59v. This shows the ruler as 
a Jünglingstypus, that is, beardless. Otto III was still a youth when he 
came fully into his rule as Emperor; Henry II was nearing thirty at his 
coronation in 1002, and seen as a mature man. The portraits of Otto, 
with one exception, always show him beardless. The portraits of Henry 
nearly always show him as bearded. Mayr-Harting concludes that they 
represent two very difièrent ruler types. He brings this into relation with 
Christ types. 'In fact Otto III is always represented as Christ in the 
western tradition, young and beardless, Henry II as the bearded Christ 
of the Byzantine tradition.'210 The official dating by the Bamberger 
Staatsbibliothek favours an early date based on comparisons to other 
manuscripts of the Liuthard group, especially Bamberg Staatsbibliothek 
Msc. Lit. 5, dated at 1001. Both Otto and Henry had a strong interest 
in apocalyptic themes; Otto wore a cloak at his coronation embroidered 
with scenes from the Apocalypse, and Henry's coronation cloak had 'in 
its whole theme a suggestion of apocalypticism about it.'2" 
Given the time in which the Apocalypse was made it is very pos-
sible that the general atmosphere, especially at court, was more than 
tinged with apocalyptic expectations. The year 1000 may have come 
and gone, but calculation of both years and calendar knew consider-
able variations and there was a fairly widespread belief among those 
of chiliastic inclinations to see 1030 or 1033 as the crucial date, being 
a thousand years after Christ began his ministry or died on the cross. 
It must be remembered that the manuscript contained not only the 
Apocalypse text and miniatures but also a gospel lectionary and five 
miniatures depicting crucial events in the redemption—the nativity with 
the annunciation to the shepherds, the crucifixion, entombment, the 
2m
 Klein sees a strong influence of the second family of Carolingian Apocalypses that 
he thinks were based on a northern example, possibly going back to those mentioned 
by Bede. P. Klein, "The Apocalypse in medieval art," in The Apocalypse in the Middle 
Ages, ed. R.K. Emmerson and B. McGinn (Ithaca and London, 1992). 
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three Marys at the tomb, the ascension and Pentecost. Between the two 
parts there is the ruler portrait: opposite, (f. 60r) the defeat of the vices 
by the virtues is shown. This miniature is somewhat enigmatic. Not only 
do the tall, stately —and clothed- virtues hold down the smaller naked 
figures of the vices with lances, but there are only four of these and 
each is accompanied by a male figure. The virtues hold each of these 
male figures by the arm in a curiously compelling gesture. Tituli above 
the registers give some clue as to the identity of both the virtues, and 
less securely, the men. The figures of the upper register are less easily 
identifiable than those of the lower. The virtues have no distinguish-
ing features, being female forms, clad in long white robes, three with a 
rose coloured mantle and one with a purple mantle. The men of the 
upper register are both white-bearded and have the green skin tone 
found in other miniatures of the manuscript, and seems to signify an 
Old Testament prophet, as only Elias and Enoch on f. 27v have the 
same green skin. Above the upper register is the htulus 1USSA DfEJI 
CO[MJPLENS MUNDO SIS CORPORE SPŒNDENS. These figures have 
been identified as obedience with Abraham and chastity with Moses, 
who holds a book.212 The lower register shows a youthful David, with 
crown and fleur-de-lys sceptre, in the grip of penitence, and the half 
naked Job, covered in sores, being held by patience. The titulus reads 
P0EN7ITAET CULPAE. QUID SIT PATIENTIA DISCO. The message 
is clearly to encourage the reader to obedience and penitence. 
According to an inscription on the now lost original cover of the 
manuscript, but reported in an eighteenth century source, it was a 
donation from Henry and his wife, Cunigunda—HENRIC ET KUNT 
GUKTHAEC ΉΒΙΜΙΙΝΕΡΑ PROMUMT. Since the manuscript was in 
the possession of the abbey of St. Stephan, Bamberg, it is considered 
extremely likely that it was gift from the Emperor and Empress and the 
inauguration of the abbey in 1020. These factors, taken in conjunction 
with the particular Christocentric orientation of the imperial court, 
indicate something beyond a belief in the coming of the last phase of 
Heilsgeschichte. The tradition of the last emperor whose rule would 
be the final culmination of both the Roman and Christian Empire, 
given popularity by Adso, can be seen to play a considerable role 
•'-' Gude Sukale-Redlefsen, Die Bamberger Apokalyps [CD-Rom facsimile edition] 
(2002). 
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here.213 The ruler portrait has a number of elements that strengthen 
this interpretation. The ruler, most probably Otto III is seated on a 
cushioned throne and dressed Roman style in robe and toga in red and 
purple, richly decorated. He holds a long golden rod in his right hand, 
and in his left a white orb with a red cross: he is flanked by Peter and 
Paul, who place a crown on his head.214 The significance of this scene 
is emphasised by the titulus above it: UTERE TERRENO CAELESTI 
POSTEA REGNO. The lower register shows four crowned women offer-
ing bowls of fruit and cornucopias and is accompanied by the titulus 
DISTlNCTfAJE GENTES FAMUIANT[UR] DOM FERENTES. This 
taken in conjunction with the Roman trappings, the crossed orb and 
the sign of heavenly approval in the actions of the two saints would 
seem to indicate the idea of the last emperor. The central position of 
the ruler portrait, its implications of power over the lands governed and 
its association with the rule of goodness and virtue link together the 
two halves of the manuscript and identify the ruler as the champion 
of the redemption set forth in the lectionary and the last just ruler of 
apocalyptic tradition. 
There is little doubt that the Bamberg Apocalypse is a manuscript with 
strong links to the imperial court, a court whose connections with art 
were, if anything, stronger in the Ottonian period than in the Carolin-
gian. It was a peripatetic court, taking with it works of art and drawing 
scholars and artists who created works for the court and its favoured 
foundations. It was a court that commissioned art and religious art in 
particular. Important here is the identification of the Emperor with 
God's rule. The Ottonian Emperors saw themselves as the true heirs 
of Charlemagne, and on them was incumbent the defence and promo-
tion of Christianity. Not only that, but especially through the mother 
of Otto III, the Byzantine princess Theophanu, they brought together 
2IJ
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Oliueti sceptrum el coronam suam deponet. Hu ent finis et consummatio Romanorum el Chntiano-
rum impeni. Indeed our learned men maintain that one of the kings of the Franks will 
once more hold the Roman Empire, who will be in the last limes and will be the 
greatest and last of kings, who having governed his realm faithfully will go at last to 
Jerusalem and on the Mount of Olives will lay down his sceptre and crown. This will 
be the end and consummation of the Roman and Christian empires. 
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elements of both eastern and western churches While the Carolingian 
rulers had identified with the Old Testament rulers, the Ottomans took 
Christ as their model While representations of Chnstus Rex et Sacardos 
were to be found in other areas, notably in Anglo-Saxon art,2'J the 
Uta Codex is the only example known to me of a crucifixion showing 
Chnst as both King and Pnest This close tie between salvation and 
ruler takes a new emphasis with Chnst, rather than God the Father, as 
a ruler Such an idea was one aspect of looking forward to the end of 
time In this manuscnpt we see vanous aspects brought together, the 
account of the end itself, the lectionary and its miniatures dealing with 
the redemption and the role of the emperor in the fulfilment of God's 
plan With this in mind, it must be seen as a hopeful manuscnpt God's 
plan shall be realised and the truly faithful can only rejoice, there will 
be tnals and horror with the coming of the end, but for those who 
truly keep faith with Chnst this is a prelude to the final tnumph It 
must be remembered that the Bamberg Apocalypse contains the oldest 
surviving fully worked out depiction of the last judgement, including 
the apostles, the saved, the damned, the angels blowing trumpets and 
the resurrection of the dead The last judgement was what the true 
follower of Christ desired, that which he and the world had been 
working towards, Chnst's final tnumph and the undoing of the dam-
age caused by the fall, the ultimate defeat of Satan In this respect it is 
litde wonder that death is seen more as a sign of the last things than 
as either a powerful enemy or frightening scourge 
5 4 The Demonic Death 
There was a tendency to 'demonise' the anthropomorphic death, and 
the giant in Anglo-Saxon England began to show not just supernatural 
size and strength, but inhuman charactenstics Truly demonic is a late 
tenth century miniature, again of Anglo-Saxon ongin For so far as I 
have been able to determine, the first illustration clearly labelled 'Mors' 
in the manuscnpt art of north-western Europe is to be found in the 
Leofnc Missal It is one of three illustrations in the late tenth century 
'B' part of the manuscnpt that contains an Anglo-Saxon kalendar, 
Paschal Tables and the Sphaera Apula These latter are illustrated by 
21
 ^  See also Robert Deshman, 'The Leofnc Missal and tenth century English art," 
Anglo Saxon England 6 (1977) 
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two figures labelled ' Vita' and 'Mors' The Sphaera Apula were a medico-
magical instrument, found in purely medical treatises but also in missals, 
as priests used them to determine when it was necessary to administer 
the extreme unction.216 The Sphaera, in one form or another had, even 
in the tenth century, a long history. They worked on the principle of 
the significance of numbers. The total of the numerical values of the 
letters of the patient's name would be added to the day of the lunar 
month in which he fell ill and divided by thirty. The result would be 
found either among the 'death numbers' or the 'life numbers'. These 
spheres were widely used and the oldest preserved example, a fourth 
century Greek version, is to be found in Leiden. It is related to, but 
not the same as, the Graeco-Egyptian Sphere of Petosiris. From about 
the sixth century the Sphaera were translated into Latin, which led to 
complications as to what numerical values should be given to the Latin 
letters, which, unlike the Greek did not all function as numerals. Why 
the compilers of the Missal should have decided to enliven the tables 
with illustrations is unknown.217 If we consider the emphasis given by 
the Anglo-Saxon monastic reform movement to the artistic and the 
emotional it is possible to imagine that this graphic way of illustrat-
ing life and death was one that recommended itself to the scribes and 
artists of the time. It was not a popular concept, however. As far as 
we know there are only two other illustrated versions. A version more 
or less contemporary with the Leofric Missal (St. Gall Stiftsbibliothek, 
Codex 752, f. 82) has merely the usual circle with the 'life numbers' in 
the upper half and the 'death numbers' in the lower.218 
Just as with the Uta Codex Vila and Mors cannot be considered in 
isolation. They are two sides of the same coin, the ultimate destiny of 
the soul. What is new in the Missal—for it must be remembered that it 
is several decades older than the Codex—is that the destiny of the soul 
2
"' The Sphaera were used not only to work out whether a patient would live or die, 
but also for finding lost objects and determining the outcome of a proposed course of 
action. The 'lucky' and 'unlucky' numbers vary according to the manuscript, as do 
the values given to the Roman letters. Henry Sigerist, "The spheres of life and death 
in early medieval manuscripts," Bulktin of the hislory of mediane Organ of the American 
Association of Mediane and the Johns Hopkins Institute of the history of mediane 11 (1924). 
Sigerist does not mention the Leofric version. 
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 Verse instructions above Vita suggest that this was intended for an illustrated 
version. 
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 El si superiori convenenl parti numerus, vitalis ent Si infenon parti monlurum diets. And 
if the number belongs to those of the upper part he will live. If to the lower part 
death is declared. 
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is considered before the last judgement. Its fate will be pronounced at the 
end of urne, but its future will be decided at the moment of physical 
death. Thus the two figures represenüng life and death have a double 
function. They symbolise the eternal and the fate of the individual 
soul, but that fate is determined at the moment of death so that that 
moment becomes of importance. If the patient is going to live, then 
he has the chance to work for his soul's salvation; if he is going to die 
then the best that the Church can do for him is to receive his confes-
sion and penitence, and administer the rituals for the dying believer. 
It is important to remember that although the soul could do nothing 
to improve itself and its position in regard to salvation after physical 
death, there is no necessity to imagine a first judgement or purgation 
immediately after physical death. 
The figures of Vita and Mors reinforce the view that we are still 
primarily dealing with the eschatological fate of the soul. The iden-
tification of Christ with life is found in other manuscripts of roughly 
the same period. The opening of the gospel of St. John in the Gospel 
book of Bernwald of Hildersheim (Hildersheim, Cathedral Treasury, 
f. 174r) shows a cross-nimbed Christ in majesty. In his right hand he 
holds a medallion with the Lamb, as symbol of his sacrifice, and in his 
left hand a scroll bearing the word 'Vita', the result of his sacrifice.219 
While there is no verbal identification with Christ in the Missal, there 
can be little doubt that the figure, even without a nimbus, represents 
Christ. The nimbus was not an invariable attribute of Christ in this 
period, perhaps the best-known unnimbed Christ is to be found in the 
Oxford Gregory the Great's Pastoral Care!220 The figure in the Leofric 
Missal makes a gesture of blessing, holds a crux hastata and is garbed 
as a priest and crowned in the style of Christus Rex, a relative innova-
tion of this period. The crown can be seen as the crown of life. The 
Mors figure combines elements of the demons of both the Stuttgart 
and Utrecht Psalters with the giant of the latter, (fig. 34) It is fully 
demonic, semi-naked, with a hairy chest, goats' ears, wings and spurs 
on the knees and heels. Glowing red horns rise up from its head and 
six dragons flare out from it in an infernal nimbus. It is not confined 
to hell, but in the context of the Sphaera a constant danger to all men. 
m
 Deshman relates this image to God the Father, endowed with the attributes of 
the Son. 
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 Oxford, St. John's College Ms 28, Γ. 2r. 
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The comfort of baptism and the assurance of salvation are removed 
with this figure: it is one that stalks the world and is a constant reminder 
that man must examine his soul and prepare for his physical death, lest 
he be condemned to eternal death. 
The reptiles around the head of death are usually called serpents, 
but in fact are dragons, and very similar to that of the death dragon 
in the harrowing miniature of the Tiberius Psalter. They have been 
the subject of much speculation. The generally held theory about the 
iconographie source of the Leofric death had its origins in an article 
by Heimann in 1966 in which she suggested that it was a conflation 
of the devils in the Utrecht Psalter and an Egyptian Coptic model.221 
Her point of departure was two Coptic texts that describe the six sons 
of death. The first of these, The Book of the resurrection of Christ by the 
Pseudo-Bartholomeus, dates from the fifth century and tells how Abba-
don tries to gain power over the dead body of Christ, in which attempt 
Abbadon's sons take the form of snakes. It is worth noting that this is 
another form of the Gospel of Mcodemus, in which the emphasis is on the 
power and glory of God and his forgiveness of man, receiving Adam 
and Eve into heaven with great honour. This latter part, which to my 
mind is essential to understanding the part played by Death's sons, is 
ignored by Heinmann. The second text from about 900 tells of the six 
powers of death that bring sickness to mankind and steal the souls of 
men. For iconographie evidence she turns to an article by Barb in which 
he discusses a reproduction of a lost Byzanüne amulet.222 On one side 
are various scenes of the miracles of Christ and of Christ performing 
a marriage; on the other side there is a frontal naked figure with lion 
masks on his knees, he has four wings and a nimbus. In each hand 
he holds two scorpions and he tramples two crocodiles underfoot. A 
magic formula in Greek against a female demon is written under the 
figure.223 The figure was known in the old Egyptian magic as Horus of 
the crocodiles and here Barb identifies it with Christ without giving his 
sources but presumably basing it on the entry in Phynologus:22' 
12]
 Heimann, "Three illustrations from the Bury Si. Kdmunds Psalter and their 
prototypes. Notes on the iconography of some Anglo-Saxon drawings." 
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 A.A. Barb, "Three elusive amulets," Journal of the Warburg and Courtauld Inntules 
27 (1964). 
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 Sissinnos Bisisinnos, tread down the abominable [female] one that she should not 
have strength anymore. The Seal of Solomon has annihilated thec. Michael, Gabriel, 
Uriel, Raphael fetter thee. 
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Ainsi la mort et l'enfer ont l'aspect du crocodile, qui hait Dieu notre 
sauveur, aussi notre seigneur Jésus-Christ, quand il assuma notre chair 
terrestre, descendit en enfer et, détruissant tous ses viscères, il fit sortir tous 
ceux qui, dévorés par l'enfer, étaient retenus par lui dans la mort... 
I have examined the photograph accompanying Barb's article both 
with a magnifying glass and by computer enhancement and I can 
find no trace of snakes coming from the head of the Horus figure. 
In passing Barb mentions that on some steles and intaglios the figure 
of Horus is conflated with that of Bes-Pantheos and that elements of 
this figure were sometimes used in medieval pictures of Satan, but 
he gives no examples. In a footnote Barb mentions that Drexler says 
that the figures of Christ and Horus were sometimes combined in 
early Christian iconography, but the implication is that this is Coptic 
iconography. Heimann accompanies her text with a photograph of a 
statue of Bes-Pantheon, which does indeed seem to have a headdress 
with writhing forms. She gives no indication of how either the amulet 
or the statue, or any similar object came to be known and copied in 
an Anglo-Saxon scriptorium. In view of the identification of Horus 
with Christ and the trampling of a death symbol, the amulet seems to 
have more in common with the super aspidum motif, and seems a strange 
choice of exemplar for a representation of death. The contents of two 
texts mentioned by Heimann could more easily be known in Western 
Europe than the physical representations. Here we come across the 
difficulty of two difièrent views of death. In the earlier text death is 
the enemy of Christ and makes an attempt to stop the resurrection 
and his own defeat. In the second, death has already been defeated by 
Christ, but makes war on man in a way very similar to that described 
in Revelation 12. The death in the Lcofric Missal falls into the second 
of these categories—death as the threat to man, and more importandy, 
man as an individual. Oddly, there does not seem to have been any 
other theory of the iconographie origins of the Leofric Mors put for-
ward. Indeed Deshman has expanded on the theory by postulating an 
old non-Christian, possibly Egyptian manuscript, as the exemplar for 
both the Leofric Missal and the Tiberius Psalter. His arguments are 
based on the different attributes of the Vita figures—the Mors figures 
he feels are too similar to require comment. He denies any influence 
of the Utrecht Psalter on the Missal. 'The similarities between the 
Missal and Psalter are rather vague and boil down to litüe more than 
MONASTIC REFORM AND MAN'S FATAL FLAW 263 
a general energy of line and pose.'225 He states his opinion that the 
Utrecht Psalter was gready influenced by the retouching of Anglo-Saxon 
artists at Canterbury. 
Like Heimann, Dcshman gives no indication of how or when his 
postulated pagan manuscript arrived in an Anglo-Saxon scriptorium, 
or as to why only three manuscripts from one corner of Europe have 
illustrated Sphaera.22b These theories are unsatisfactory, not only because 
there is no indication as to how the iconographie exemplars reached 
England, but also because the status and function of death is confused. 
If we accept Heimann's theory, which somehow sees a reversal of roles 
between Christ/Horus and death/crocodile, death is still the enemy 
of God, whereas in the Sphaera the intended victim is man. Dcshman 
gives no indication of what he thinks his original pagan manuscript 
was like, but presumably it would resemble the depiction on the amu­
let and so the same objections would apply. Given the turn taken by 
the monastic reform movement in England, with the urge to decorate 
and illustrate, and its fondness for the strange and demonic, I felt it 
worthwhile to investigate the possibility that the illustrated Spheara were 
an Anglo-Saxon innovation. I decided to look at other aspects of the 
Missal to see if there were any indications that could point to another 
influence closer to home. 
The manuscript was edited and described by EE. Warren in 1883. 
He described it as being a compilation of three diiferent manuscripts, 
A, the missal itself, an early tenth century Lotharingian work, B, a late 
tenth century collection of a kalendar, Paschal and other tables, and 
C a mixture of masses, manumissions and other writings of the tenth 
and eleventh centuries written in Anglo-Caroline script He was of 
the opinion thai Leofric brought the missal back to England when he 
returned in 1042 and there added the kalendar and later the masses. Β 
he attributed to Glastonbury chiefly on the grounds of the mention of 
two Glastonbury saints in the kalendar. Later research has shown that 
Warren's reconstruction of the history of the manuscript to be impos­
sible. C was never a discrete part, but written in the blank spaces of A 
^ Ibid., ρ 157. 
2 Λ
 It has been brought to my attention that there is possibly a Breton manuscript in 
which the Sphaera are illustrated, but I have not had the opportunity to venfy this. 
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and B. A good many of these are found in A. Palaeographic evidence 
suggests that the earliest of the interpolations dates from circa 920, thus 
A must have been in England from about that time. At the moment it 
is not possible to say if A and Β were joined before or after reaching 
Exeter. Recent research has thrown grave doubts on the Glastonbury 
attribution of B. Dumville points out that if all kalendar attributions 
were based on the mention of saints associated with a certain place, then 
most would be attributed to Rome.2 2 7 After examining palaeographic 
evidence and making a comparative analysis of various kalendars he 
comes to the convincing conclusion that:2 2 8 
The customary and confident attribution of the 'Leofric B' kalendar to 
Glastonbury rest essentially on reiteration for more than a century:... The 
very mention of Glastonbury in a kalendarial commemoration may be 
taken to imply that the text did not originate there (where it would be 
unnecessary to specify the location). New work on the palaeography and 
contents of the 'Leofric Missal' would seem to suggest that its tenth-
century elements were executed at Canterbury. Study of the earlier 
tenth-century kalendar in Oxford, Bodleian Library, MS. Junius 27 (S.C. 
5139) has shown that its closest relatives are the kalendars of 'Leofric B' 
and the 'Missal of Robert of Jumièges': all three books have disputed 
origins, but an attribution which runs consistently through the group 
is that to Canterbury. The possibility must at least be considered that 
the kalendar represented by 'Leofric B', Bosworth and the surrounding 
group, be attributed to Canterbury, perhaps ca. 969. At Canterbury in 
Dunstan's time the cultus of Glastonbury would naturally be of interest, 
indeed importance. 
If, as then seems likely, the Β part of the Missal was a Canterbury 
manuscript, what could have been of influence in the Canterbury, 
probably Christ Church, scriptorium? An obvious answer is the Utrecht 
Psalter, which was certainly there at the beginning of the eleventh 
century, but most authorides think that it arrived considerably before. 
Alexander suggests that Dunstan may have brought it from mainland 
Europe when he returned from exile.229 Noel suggests that it might have 
arrived with the marriage of Judith, daughter of Charles the Bald, 
to iiLthelwulf of Wessex in 856,230 and Zarnacki says it was at Christ 
i2
' Dumville, L·tuτgy and the ecclesiastical history of late Anglo-Saxon England: four studus. 
2 2 8
 Ibid., p. 65. 
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 Alexander, Medieval Illuminators and their Methods of Work, p. 76. 
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 W. Noel, " T h e Utrecht Psalter in England: continuity and experiment," in 
The Utrecht Psalter in medieval art: picturing the psalms of Damd, ed. Kurt Van der Horst, 
W. Noel, and W.C.M. Wusterfeld ('t Goy, 1996). 
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Church 'by the tenth century.'211 Even if it was not in Christ Church, 
the known links between the Anglo-Saxon and Frankish clergy and laity 
make it virtually certain that it was wellknown. Heimann has already 
postulated the Psalter or a derivative as an iconographical source for 
the basic figure of Mors. Stylistically it owes a great deal to the Utrecht 
or an emulation of that style, a cross between the bearded giants or 
giants' heads and those demons that force the ungodly to the pit of hell 
or fight the heavenly hosts.212 Conceptually it is closer to the demonic 
death figures of the Stuttgart Psalter, and the relation between death 
and damnation is clear and explicit. The most innovative aspect is the 
addition of six serpents to the head, but again perhaps the Utrecht 
can provide an answer. 
The idea of Medusa-like locks could well come from the demons in 
the Utrecht, which often have six locks of waving hair and more par-
ticularly the demon behind the seat of the unrighteous in the illustration 
to psalm 1. This figure not only holds serpents, but they sprout from his 
head. It is also worth considering a manuscript that can definitely be 
attributed to Christ Church, the Harley Psalter. On f. 17v is a figure that 
is based on the composition in the Utrecht, but holds more drama.2" 
The resemblance to the Leofric Mors is great, the six snakes issue from 
this figure's head; under magnification their open mouths can be seen 
very clearly. As far as I know this resemblance between the two figures 
has not been remarked before. Nor do I think it necessary to look to 
North Africa and Egyptian examples to suggest an origin for figures with 
serpentine locks. Medusa is an obvious source for such a legend among 
the classically orientated Carolingian court, but visual sources could 
also have played a role. We know that many more late-antique sources 
were available to the Carolingians—we have their copies of original 
manuscripts that have been lost to us. The examples of the heads of 
Bacchus found in places such as Vaison-la Romaine show hair that 
twines and twists, and while it can only be speculation, I would suggest 
that such heads would be a more readily available visual source and 
Bacchus readily transposable into a demon. Whatever the origins of the 
serpent-like locks of the demons, the dragons around the head of Mors 
in the Leofric have a far closer connection to the creature behind the 
231
 Zarnacki, The Monastic Achievement, p. 126. 
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 The Leofric Mors is made more demonic by the addition of claws and spurs. 
"* See Kathleen M. Openshaw, "Weapons in the Daily Battle: Images of the Con-
quest of Evil in the Early Medieval Psalter," Art Bulletin 75 (1993) 
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throne of the unrighteous in the illustration to psalm 1 in the Utrecht. 
However the leaning towards the demonic in Anglo-Saxon art and the 
stimulus of another manuscript is not really sufficient to account for this 
iconographie innovation of providing death with seven heads. Some 
theological, liturgical or scriptural basis must be sought. The concept of 
a Satan/A/orc figure with an additional six heads could have its origin 
in the seven headed beast of Revelation, an iconographically established 
figure in western art. This is important for the interpretation of the 
Mors figure because this implies a different function to the creatures that 
battle with Christ. The seven-headed Beast makes war on the children 
of the Woman Clothed in the Sun (Christians).214 This is consistent 
with a death that stalks the Christian soul: salvation is possible; death is 
defeated by Christ but can still capture the individual soul which then 
shares in the eternal death. This view of the Leofric Mors is consistent 
with the function of the Sphaera and draws on sources that were more 
likely to be familiar to the Anglo-Saxon illuminator. 
There is no certainty as to how the Β part of the Leofric Missal was 
used when it was first made. It is a discrete work and its date is relatively 
easy to determine. Two decennovcnal paschal cycles for 969 987 and 
988-1006 are included; considering these, the list of marginal obits 
and the list of the six ages of the world on ff 55v-56r, we can make a 
reasonable esumate of the date as being in the last three decades of the 
tenth century. The last line of the six ages reads 'A natiuitate Domini usque 
ad aduentum Anticristi anni. DCCCCXCIX.'2^ Dumville concludes:2,6 
If we assume the scribe to have been aware of the meaning of the last 
line, we may take it that this text was copied before A.D. 999. On all 
the evidence, we may date 'Leofric B' in the period 979 x 999, and 
probably 979 χ 987. 
What happened to the manuscript after it was finished is uncertain. It 
may have led an independent existence for a time. A series of manu­
missions granted around the area of Tavistock beginning about the 
year 1000 imply that it could have been at the abbey there, but that 
is by no means certain. Another possibility is that it may have been 
™ Revelation, 12· 3,17. 
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immediately added to the missal itself, Leofric A, at Canterbury and 
that Bishop Leofric acquired it when he was appointed to the see of 
Devon and Cornwall in ΚΜΘ.217 There is not a great deal known about 
Leofric. He was, according to a twelfth century chronicle, 'Brytonicus', 
that is Breton, Welsh or Cornish, and William of Malmsbury says that 
he received his education in Lotharingia. This would account for his 
devotion to the Rule of St. Chrodegang in an area where the Bene­
dictine Rule was the norm. 2 ' 8 He seems to have been acquainted with 
Edward the Confessor and to have supported the reform movement. 
After his appointment to Exeter he seems to have withdrawn from 
polidcs to a great extent and even managed to retain his office after the 
Norman invasion of 1066. His see was a poor one, carved from the 
much larger see of Sherborne, and in 1046 had two seats at Crediton 
and St. Germanus. Leofric, with papal permission, moved his second 
seat to the abbey of St. Peter in Exeter, which then changed to the 
Rule of Chrodegang. One thing is clear. Leofric was a bibliophile and 
was horrified at the state of the learning and the library at Exeter; he 
set about collecting as many books as possible. We have no informa­
tion about burial practice or the visiting of the sick in Leofnc's time, 
although it is known that St. Peter's was regarded as the mother church 
for burials in Exeter.239 Since it was a poor diocese it is more than likely 
that the cathedral strove to control burial rights as much as possible, 
at least for the wealthy.2+ϋ However, it seems unlikely that even when 
visiting the wealthy sick a priest would take the missal with him so that 
he could consult the Sphaera. It is likely that the A and Β parts were 
joined by the time Leofric took up his office, and the Missal was not 
n l
 Dumville puts the Lcofnc as the oldest of the Canterbury pontificals and its first 
user as Aethelhelm or Wullhelm He says that each manuscript seems to have been 
associated with a particular person and that at least from the time of Dunstan each 
archbishop received a new pontifical, especially t reated for him I here seems to have 
been a policy of dispersing the manusenpts that otherwise would have built up by 
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a small book to be easily transported. It was the custom of the time 
to place the missal on the altar and it would not be lighdy removed 
from there, being so integral a part of the divine office.241 Even if the 
tables were not joined to the main missal it is extremely unlikely that 
they would be taken out of the cathedral precincts. Β is a work of high 
quality and the three examples of artwork (fi! 49v, 50r, the Sphaera, 
and 58r, the Dextra Domini) add to its value. Such a work would be 
too valuable to risk outside the community. We also know that Leofric 
forbade in the strongest terms the removal of books from the library; 
his makdicta were unusually long and severe.242 If the Sphaera were not, 
as seems to have been assumed, taken on sick visits the question arises 
as to whether they were actually consulted, and if so, how. It is always 
possible that a more conventional version of the Sphaera would be 
taken out, but the wear on the illustration points to the fact that the 
tables in the Missal were frequendy consulted. I would suggest that the 
Sphaera were consulted before the viaticum—which must always be ready 
for use—was taken by the priest.243 Presumably a neighbour, relative, 
servant or friend would ask for the last rites for the sick and would be 
able to supply the details necessary to consult the Sphaera. In this case 
it is more than likely the informant would see the illustrations a sharp 
reminder that someone stood not only at the point of physical death 
but also that at that point he had reached the stage in his spiritual life 
by which he would ultimately be judged. 
The Sphaera have to be seen against the background of the Anglo-
Saxon version of Cluniac monastic reform, but it is also important 
2 1 1
 Nor could another missal take its place, as no other missal appears in the known 
works in the Exeter Cathedral library of the time. 
"^ For example: Hunc hbrum dat leqfncus episcopus ecclesiae Sancii Pein Apostoli in exonia 
ad sedem suam epucopalem pro remedio animai sua, ad utilttatem successorum quorum. Siquis, aulem 
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salvation of his soul, and the use of his successors. Thus if any other removes he lies 
under a perpetual curse. So done. Cited. LJ. Lloyd, "Leofric as bibliophile," in Lio/nc 
of Exeter. Essays in commemorahon of the foundation of Exeter Cathedral ZjArar? in A D. 1072, 
ed. E Barlow et alia (Exeter, 1972). 
2 1 1
 I have been unable to trace any work giving details of whether taking a copy 
of the Sphaera, assuming one was available, on sick visits was usual practise. Very 
few works on medieval medicine mention the Sphaera and then only to explain the 
calculations. The assertion that priests took them when visiting the sick seems to rest 
on a statement by Sigerist that does not seem to have been either confirmed or ques­
tioned My suggestion is based on the unlikelihood of valuable books, and above all 
the indispensable missal, being removed from the church. 
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to see what theological influences were prevalent at the time. I would 
like to consider two collections of texts, both in use at Exeter at the 
time of Leofric and his immediate successors. The first of these is 
another part of the Missal, generally know as Z^o/hc C which consists 
of 'a heterogeneous collection of Masses, Manumissions, historical 
statements, etc, written in England pardy in the tenth, pardy in the 
eleventh centuries.'244 These were for the most part written on spaces 
left in teofiic A and B. On f. 228r we find the votive mass for use in dme 
of unexpected or untimely death. In its due is the word 'absit', which 
in medieval Latin can be interpreted as 'God forbid' or 'Preserve the 
God-fearing from such a fate'. It begins with well-known words 'Detis, 
qui non mortem sed penitentiam desideras peccatorum.. .'-^ Y. 238v contains 
the Missa vworum et defunctorum, which emphasises the role of God as 
the Lord beyond time and this world — Omnipotens, semperìterne deus, 
qui vivorum dominiam et mortuorum ... cui soli cognitis est numerus electorum 
in superna felwitate locandus... atque mortuorum fidelium remisno omnium pec-
catorum.,ne Clearly God is all-knowing and all-powerful, merciful but 
absolute in his power. There is no suggestion that judgement would 
follow on physical death, or that there is any way of knowing the fate 
of any individual. Nor can the living alter the fate of the deceased. 
Death is still clearly the eternal eschatological death. 
The votive masses are a liturgical source and it is little wonder 
that they express a conservative view. While theologians could, and 
did, debate matters of judgement and purgation, views were diverse 
and no one opinion was dominant. In the relationship between God 
and his congregation the essence of belief had to be preserved and 
protected. Controversy and debate had no part in the divine office. It 
is worth looking, therefore, at another source that was not connected 
with the liturgy, but was a form of study and meditation often used 
in monastic communities, the riddle.247 The Exeter Riddle Book (Exeter 
Cathedral Library, Ms. 3501) is probably the most important source 
of Anglo-Saxon verse. It was part of Leofric's legacy to the cathedral 
2M
 FE. Warren, ed., Tht Uofiu Musai (1883), p. xxvi. 
•^ God, who does not desire the death, but the repentance of sinners.. . 
Μ
 Almighty and eternal God, who is the Lord of the living and the dead. . . who 
is the only who knows the number of the elect who will find place in the highest 
bliss... and forgive them all the sins of the faithful dead. 
247
 There seems to have been less conservatism in non-liturgical writings and thus 
these may give an indication of ideas that were current but had not received general 
or official acceptance. 
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and was possibly made at Crediton.248 I use the critical edition byJ.B. 
Anderson. The riddle was used as a form of religious exercise and 
meditation, and in the two riddles analysed by Anderson the relative 
interests of body and soul are considered along with the fate of both 
after physical death as well as their ultimate fate. Anderson links the 
Riddle Book to Dunstan and his circle:249 
Without straining for proof where only conjecture is possible, one can 
nevertheless imagine how contriving hidden wisdom from diverse old and 
new poetry might have engaged a peculiar genius like Dunstan's own In 
short, the secretly joined poems of Riddle 1 and The Easter Riddle... might 
be suspected to fit more than just the general spirit of Dunstan's times. 
In Riddle 1 and The Easter Riddle the Exeter Book scribe could have been 
at work on a relatively fresh work, copying poems arranged into spiri-
tual lessons by Dunstan himself or, at the very least, by someone from 
Dunstan's time and circle, a contemporary Benedictine with a mind as 
learned and agile as his own. 
What Anderson calls Riddk 1 is in fact three riddles, but he considers 
that they should be seen as a whole. They are a parable in reverse 
comparing the visibilio, of a life wasted in this world with the invisibilia 
of the unending grief of the damned. He also considers that these three 
riddles have a communal answer—'eternal Death, which is prefigured 
in violent feuds on earth and foreshadowed in the mutual hatred of the 
feuding body and soul.'2''0 The Easter Riddle follows the course of the 
Easter liturgy— the Church's mourning at the separation from her Lord, 
her reconciliation to and acceptance of her lot and the final promise 
of glory. By examining these riddles we may gain a clue to ideas that 
were in circulation in reformed monastic circles in the late tenth and 
earlier part of the eleventh century. The riddles address problems of 
belief and behaviour, the struggle not only between good and evil, but 
between the soul's effort to follow God and the hindrance to this end 
formed by the body and the weakness and desires of the flesh. Like 
Christ and Satan in Junius 11, the question of judgement looms large. 
248
 The riddles seem to be of varying ages and an exemplar from Glastonbury has 
been postulated by P.W. Conner, "A contextual study of the Old English Exeter Book" 
(University of Maryland, 1975) footnote p. 15. 
•
!
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9
 Anderson, Two literary nddles in the Exeter Booh nddk one and the Easter nddle: a enhcal 
edition, pp. 14^15. 
ir
'
n
 Ibid., p. xv. 
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In Riddle 1 that par t called the Soul's address gives a warn ing to the 
reader to consider his ultimate fate:251 
In truth, of this every man has need, 
himself to reflect on the state of his soul, 
how dark it will be when his death comes 
and sunders the siblings which were once joined, 
body and soul! 
T ime and again the reader is urged to contemplate what will happen to 
both body and soul after physical death. T h e idea that body and soul 
have difibrent fates after death is called into question; clearly the bond 
between flesh and spirit is not wholly severed at death. Whethe r the 
de of the soul to the rotting body is considered factual or whether this 
is a metaphor for sorrow and regret is a grey area, but considering the 
series as a whole, I a m inclined to favour the idea of metaphor.202 
Little you thought 
about what the state of your soul would become 
after it had been freed from the flesh! 
And:2 
but here your plundered bones must abide 
torn from their sinews, and your soul must 
ii[
 The Soul's address verses 1-8. 
Hum Dies behfaP fuekP œghuyk 
PM he hu sawU sib sylfa bewtige 
hu Pat bid deophc porrne se dead cymed 
asundrad Pa stbbe, Pa Pe ter somud weron 
™ Ibid, verses 19-21. 
Lyt Pu gePtes 
lo won Pinre sawk std stppan wurde 
sippan heo of luhoman lœded were! 
'" Ibid., verses 56-67. 
ac her sculon abidan ban bueafod 
besliten seonwum, ond pe pin sawl steal 
mmum unwillan ofi gesecan 
wemman mid wordum, swa pu worhtesl to me 
Eart pu dumb ond deaf, ne sindan pine dreamas wdit 
Sceal u pe nihtes sepeah nyde gesecan 
synnum gesargad, ond eft sonafiom de 
hweorfan on honcred, ponne hakge menn 
Gode lifeendum lo/song dob 
secan pa hamas pe pu me œr senfe 
ond pa arkasan eardungstowe 
ond pe sculon moldwyrmas monige ceowan 
272 CHAPTER TWO 
visit you often, to my great aversion, 
rack you with words, as you wrought upon me. 
You are deaf and dumb, your joys are not worth a jot. 
Yet I'll be compelled, sorrow-laden with sins, 
to find you by night, and flee from you straightway 
again at cockcrow, when holy men 
to the living God lift songs of praise. 
I'll withdraw to the regions you destined for me, 
and abodes without honour; 
and many a mold worm shall chew on you. 
To my mind this is the punishment and regret of the doomed soul, to 
contemplate the errors committed by its body and its own weakness in 
failing to control that body. T h e consciousness of the fleeting nature of 
earthly joy and the pleasures of the now insensate body wrack the soul 
with repentance. T h a t this is not the final state of either body or soul 
is clear. At the last judgement body and soul will be reunited:214 
For you'll have to answer for both of us 
on that mighty day when all men will be 
opened, the wounds, the ones that men full of wickedness 
made in the world since remote ages 
Then the Lord himself will listen to deeds 
in speech from the mouth of every last man, 
and requite their crimes. 
For the Lord will be ruthless 
at passing sentence. But what should we do for ourselves 
when he has begotten us once again? 
We shall then bear together just such griefs 
as you already ordained for us. 
T h e soul speaks of the sorrows it undergoes after physical death and 
its fears of the judgement to come, but it also sees physical death as 
a release:255 
^ Ibid., verses 8 2 8 8 . 
Pome pu for une bu ondwyrdan sceall 
on pan miclan dage panne eallum monnum bead 
wunde onwrigene, pa pe in worulde er 
ßrenfiille menn Jj/n geworhton 
Donne wiL· dryhten sylf (Leda gehyren 
Ml ealra monna gehwam mupes reorde. 
wunde wiperlean. 
^ Ibid., verses 32 35. 
Pœt me puhtefiil ofl 
pœt ware pirtig pusend wintra 
lo ptnum deaôœge. 
MONASTIC REFORM AND MAN'S FATAL FLAW 273 
Very often it seemed to me 
to be thirty thousand winters 
until your deathday. How I have awaited 
our parting! 
The dichotomy between body and soul is clear, and what is also clear is 
that the body is seen as that which weighs down the soul and prevents 
it reaching the state of blessedness for which it yearned. The soul here 
is not ignorant or wicked: it longs for God and to follow God's ways, 
but it is too weak to stand firm against the body's desires and needs. 
It condemns the body for their combined fates, but the audience of 
monks at a reformed house, using such riddles to deepen their under-
standing, would be aware that the failure is that of the soul. Its lack 
of forütude, its lack of control, its subjection to the body are the true 
reasons for its damnauon. 
The Easter Riddle group of poems deals with the struggle of both 
the Church and the individual soul to accept Christ's sacrifice. It is a 
celebration of Christ's victory over death:^0 
The Lord's body 
had received the spirit of life. The earth shook 
and hell dwellers rejoiced. 
2
"Then the Lord of the human race hastened on his journey; 
the defender of heaven wished to break and unbuild 
the ramparts of hell, begin to rob 
the strength of that fortress, the sternest of kings. 
This is a dramatic retelling of Mcodemus, and in this harrowing of hell 
Christ's victory is laid out for the contemplation of the faithful. The way 
in which the faithful can participate in Christ victory is not ignored. In 
Pharoah and Almsgimng the importance of baptism and charity are dealt 
with; the latter is a sovereign remedy against sin:238 
2%
 Descent into Hell, verses 
jEpehnges IK 
onfengfiores gast; 
hlogan helwaran. 
251
 Ibid., verses 33-36. 
Fysde hine />a to fore 
tvolde heofana helm 
forbrecan ond forbygan, 
ongiman reafian, 
™ Almsgiving, verses 8-9. 
Swa he mid elmesian 
synna wunde. 
19 21. 
falde beofode. 
fiea momynnes; 
helle weallas 
pete bürge Prym 
rePust ealra cyninga. 
ealle toscfed 
sawla lacnad 
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So through almsgiving he dispels all 
Wounds from sin and thus heals the soul. 
In this series of riddles the wife is not only the Church lamenting her 
Lord's death and an initiate to eternal life, but also the soul of the 
individual starting out on a pilgrimage, conquering grief and doubt, 
accepting the rejection of the world to share in the victory of the 
crucified Christ:259 
adorn myself for the journey hence, and myself make haste 
towards the pilgrimage I must depart on, 
make my soul ready, and for my own good suffer it all 
with a glad bearing, now I am girded 
fast in my heart. The Lord surely levies against me 
certain sins which I cannot myself 
clearly discover. 
The framework of the series of the Easter Riddle is the victory over death 
through the passion and resurrection and the corresponding cleansing 
and participation of the human soul in this triumph through baptism 
and good works. The highly personal tone of the Wife's lament stresses 
the role of the individual soul and its place in the working of God's 
plan—Judgement Day speaks of 'each living man' (verse 95). The Easter 
Riddle is the literary equivalent of the crucifixion in the Uta Codex, but, 
because of its personal and dramatic tone the single, unique human 
soul acquires a new importance. God's plan needs the devotion of the 
individual: it is the fate of the individual, body and soul —and here we 
can see the lines of the later arguments about the relationship between 
body and soul and the necessity of the body for the establishment of 
the individual identity260- -which takes on a new prominence. This 
prominence is reflected in the illustration of the Leofric Mors and Vita. 
Perhaps because the illustrations, while linked to the liturgy through the 
administration of the viaticum, were outside the liturgy itself, a greater 
259
 Resignation, verses 72-78 
fiœtwum nue onferôweg ondßindian 
sylf to pam sif>e pe ic asettan sceat, 
gœst gearwian, ond me Pal ealfor gode pohan 
blipe mode, nu ic gebunden eom 
faste in minumßrPe Hum mefiea imled 
sume para synna p ic me sylf ne conn 
ongtetean gleawttce. 
260
 J. Decorte, "Naar zijn beeld en gelijkenis: de ziel," in De Middeleeuwse Ideeënwereld, 
ed. M. Stoffers (Heerlen, 1994). 
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freedom was used, the same freedom which made itself manifest in 
the meditations over the soul and the body, judgement and death as 
expressed in the riddles. 
There is a second version of an illustrated Sphaera Apula, found in the 
Tiberius Psalter f. 6v, dated by Wormald at circa 1050. It has a diffèrent 
form, both illustrations being shown on the same page and it lacks the 
instructions for calculation.261 Heimann interprets the positioning of the 
figures as deliberately expressing a hierarchy.262 In my opinion this is 
a natural hierarchy. It would not occur to any medieval artist to place 
Satan above Christ. Further it was usual for 'life numbers' to be placed 
in the upper half of the sphere.263 Openshaw sees a relationship with 
the super aspidem motif and the Christ/Vita figure is 'in effect trampling 
on Death'.264 The faded area under the Vita figure lends support to this 
theory. Openshaw sees the theme of Christ's defeat of Satan as one that 
determines the illustration cycle, conquering 'Satan at the Temptation 
and his complete defeat at the Harrowing of Hell.'2rn The problem of 
the serpents around the head of Mors takes on a slightly different aspect 
and one that does not seem to have been discussed. Dcshman sees no 
real difference between the Mors of the Leofric and the Tiberius Psalter, 
but they are very different stylistically. This may be accounted for by 
the passage of time and possibly diffèrent scriptoria. However there 
are points of difference that do call for comment. The snakes seem to 
spring, not from the head of the Tiberius Mors but from the wings, and 
unlike the rest of the illustration seem to be a series of dots or points. 
This begs the question of whether they were added later, or whether 
they were planned, but not fully executed. The pouncing also suggests 
that these at least, were taken from another source, but clearly not the 
Leofric. The Tiberius Mors lacks the more demonic elements of the 
Leofric version. The latter has spurs on elbows, knees and heels. It is 
possible that the Tiberius Mors has small spurs on the elbows: the knees 
and feet are not visible. His face, however, is far more human, serene 
even—the only coarse feature being the large broad nose that was also 
261
 The verses from the Leofric are to be found in the frame of the miniature, but 
these are very brief and, because they are written clockwise, but continuously, they arc 
very difficult to read. They cannot be regarded as having an instructive function. 
Λ 2
 Openshaw, "The battle between Christ and Satan in the Tiberius Psalter." 
•^  Sigerist, "The spheres of life and death in early medieval manuscripts." 
iM
 Openshaw, "The battle between Chnst and Satan in the Tiberius Psalter." 
2
« Ibid., p. 19. 
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seen in the giant death in the Utrecht Psalter. Most significantly the 
Tiberius Mors lacks the bestial elements of the Leofric version—the 
horns and large goat-like ears. The dress too is a more refined loincloth 
rather than the tattered kilt worn in the earlier version. 
The problem of the lack of fully instructive text can be regarded in two 
ways. Either the user was well acquainted with how the Sphaera worked 
and simply needed the numbers, or they were not primarily regarded 
as prognostic. Openshaw concludes that 'the two figures are almost cer-
tainly included purely for their symbolic value.'266 This raises the ques-
tion as to why any of the numbers were included at all. The prefatory 
texts of the Tiberius Psalter lay great emphasis on its penitential usage 
and contain instructions for its use in private devotions. It also contains 
a confessional, which, considering the use of the first person singular, 
may have been an adaptation of the administration of confession by a 
confessor to private use. If it was intended for private use the inclusion 
of Sphaera is problematic. It is possible that it was intended for the use 
of a confessor, who if he were familiar with the use and application of 
the Sphaera, could find it useful, but not essential, to have the full 
explanatory prognostic text. The differences in the iconography could 
be due to the artist being acquainted with an oral or written account 
of the Leofric version, but not having seen the original; however, the 
pouncing suggests a lost third manuscript. If we regard the Tiberius 
Sphaera as basically for meditation, rather than prognostication, it 
comes close to the Riddle Book, an emotional and expressive means 
for an individual to contemplate the state of his soul. If we regard it 
as an aid in deathbed confession it is closer in concept to the Leofric 
Sphaera, a guide to the application of the rituals of the Church. The 
rather different and more refined handling of the illustrations to my 
mind points to a private and contemplative use. This death is not so 
terrifying as the figure in the Leofric Missal, but this does not mean 
to say that it was not intended to frighten and threaten, merely that 
perhaps the intended reader was well aware of the horrors of death, 
but, secure in the knowledge that Christ had defeated death, he could 
contemplate that defeat and what he must do to ensure his own salva-
tion. If we regard the Tiberius as being for private use while the Leofric 
Sphaera would be seen by others outside the monastic community, this 
may account for the changes. Whatever the explanation, it is clear that 
Openshaw, "The battle between Christ and Satan in the Tiberius Psalter." 
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both views deal with a specific not a universal fate, either in private 
meditation or in determining how far the rites of the Church were 
needed in an individual case. 
6. Sin and Death c. 1000 
Perhaps the most interesting result of this survey and analysis is the 
general division of the types of death that developed from the ninth 
century basic types. Instead of the two types serpentine and anthro-
pomorphic we can now divide them into human and demonic. While 
the serpentine death continued, it decreased in importance, either 
sharing its place with Adam or a chalice, or becoming absorbed in 
the hell mouth. In either manifestation it is very much death defeated, 
but with new meanings and emphases. The chalice with its connota-
tions of the Eucharist is a symbol of hope and salvation, linking more 
clearly Christ's death on the cross with salvation than was done in the 
ninth century. In the ninth century psalters Christ is the Logos, the 
divine aspect, triumphant and all-powerful. These later manifestations 
give a picture of Christ triumphing through his humanity, through his 
death and humiliation. This is not Christ the Warlord, but Christ the 
Sacrifice, not Christ the Ruler, but Christ the Redeemer. The new ele-
ment of Adam, and sometimes Eve, stresses this point: man under the 
old law, the old Adam, was condemned to eternal death, and either 
as a serpent or as Adam himself, this death is vanquished. The use of 
Adam as a new form of death indicates a new emphasis on man and 
man's nature. The serpent was external and alien: Adam is the father 
of all, is man himself, doomed to die due to his own failings and ill 
judgement. In this sense death becomes more immediate and more 
personal, but also more threatening, because a closer identification can 
be made with the Adam in everyone. 
The replacement of the serpent by Adam or a human figure is symp-
tomatic of a new immediacy in respect to death. This immediacy is 
typified by the two versions of the anthropomorphic death, the human 
and the demonic. Both probably stem from the giant of Utrecht Psal-
ter—the waving hair and poor clothing of the Mors of the Uta Codex 
could be an indication of this ancestry. The giant figure becomes in 
one version harmless and in the other far more evil and terrifying. 
The harmless version is not only optimistic in the sense that death is 
defeated, but as physical death also holds the promise of eternal life. 
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The demonic version is the other side of the coin—the eternal death 
that still threatens, and at the moment of physical death, for those 
insufficiently reconciled with God's ways, is inescapable. Both repre-
sent eschatological death that is capable of defeat, not only by Christ 
but also by the true Christian: moreover, they arc also the gateway to 
either eternal bliss or damnation, if not immediately, then at the end 
of time. This double function acts as a warning or spur to the reader, 
terrifying or encouraging. That the demonic version, as in the Leofric 
Missal, is meant to terrify we can have little doubt. There is nothing 
comfortable or optimistic about this death. In many ways it is concep-
tually close to the ninth century death, posing an opposition between 
life and death, but whereas the ninth century version is defeated by 
Christ, and His followers share in his victory, the Leofric Mors is still 
a powerful threat to man. The idea of hope and salvation is present 
in the Christ/Vita figure, but the certainty that permeated the ninth 
century works is missing, and certainly the optimism and serenity that 
are so typical of the Ottonian manuscripts is a far cry from the dire 
warning of the Leofric Mors. Perhaps the most intriguing aspect is 
this difference in attitude displayed by the Anglo-Saxon and Ottonian 
manuscripts, and the question arises as to whether there is any con-
nection between the apparent lack of interest in the fall in Ottonian 
miniatures and the more optimistic attitude regarding death. Is there 
anything in the general circumstances of the one area that differs from 
those of the other that would account for this? 
In writing of fear of the year 1000 Robert Landes contrasted the 
position of Robert II of Frankland with that of Otto III—'maker 
of popes and kings, converter of nations, renewer of the glory that 
was Rome, mirabilis mundi... Germany entered it [the millennium] 
with a dominadng ruler in charge.'267 While this seems to be a rather 
overblown assessment of Otto III, it is probably one that would have 
pleased him gready and certainly has a grain of truth in it. Compared 
to the splintered western Francia with its ineffectual leadership and to 
the political and social turmoil in Anglo-Saxon England, the Ottonian 
Empire was an area of stability. This can only be regarded as reladve 
stability, but the Magyar invasions had finally been thrown off at Lech 
^ Richard Landes, "The fear of an apocalyptic year 1000: Augustinian histo-
riogrpahy, medieval and modern," Speculum 75 (2000), David. A. Warner, "Ritual and 
memory in the Ottoman Reich: the ceremony of Adventus," Speculum, a Journal of 
Medieval Studies 76 (2001). 
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in 955 and even the attempted coup of Duke Henry in 984 had been 
defeated. Since then the regency of the three imperial ladies had given 
a degree of coherence and stability to the Ottonian lands. However, 
the period of relative peace and stability cannot account entirely for 
such totally difièrent attitudes displayed by the Ottonian and Anglo-
Saxon manuscripts. 
There are hopeful apocalyptic elements in the Ottonian works, how-
ever I do not think that these are simply expressions of apocalyptic 
fervour, but are deliberately manipulated for political ends. This is not 
to deny the idea of living at the end of time, but that idea was used to 
further Ottonian claims and status. The Ottonian dynasty was relatively 
new, and as might be expected anxious to assert its legitimacy by all 
means possible, including that of ritual and display.268 It has already 
been commented that the ruler portrait in the Bamberg Apocalypse 
makes reference to the legend of the last emperor, but such a reference 
not only looks forward, but back. By claiming the right to be regarded 
as the emperor of Rome, the Ottonians laid claim to the intermediate 
Prankish empire of the Carolingians. This claim was strengthened by 
the coronations in Aachen. The coronadons in Rome that of Otto I 
in 962 and the fealty of other rulers such as the defeated Berengar 
and Duke Boleslav Chrobry, laid emphasis on the fact that however 
much the Ottonians favoured their homeland of Saxony, their lands 
were to be regarded as an empire equivalent to that of Rome.2W On 
the page opposite the ruler portrait in the Gospel Book of Otto III we 
find again the provinces bearing gifts and doing homage, but here they 
are named, reading from left to right, SCLAVLNIA, GALLIA, GERMANIA 
and closest to the imperial throne, ROMA."0 The progress of imperial 
pretensions can be seen by comparing the eulogies on the deaths of 
Otto I and Otto II. Widukind wrote of Otto I (died 973) "His men 
recalled that he had ruled his subjects with paternal piety, freed them 
from their enemies, overcome the proud adversaries, Hungarians, 
Saracens, Danes and Slavs, destroyed heathen sanctuaries... and set up 
churches and bodies of clerks and monks."271 Egbert, bishop of Trier, 
-
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 For the selective memories of Ottonian writers see Warner, "Ritual and memory 
in the Ottonian Reich: the ceremony of Adventus." 
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 Henry II also favoured Saxony as an area of residence above his dukedom of 
Bavana. 
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wrote of Otto II "He who vigorously ruled an empire with his sceptre 
died in Rome and was buried at your altar, Peter. With your support 
he now lives at the altars of the heavenly kingdom."272 This latter 
quotation shows the strength given to the connection with Rome, the 
role of the Church in salvation but also the degree of optimism and 
certainty that the deceased was among the blessed. There is no hopeful 
conditional, no pious wish expressed simply that, with the help of the 
saint, Otto II was among God's chosen. In the Gospel Book of Otto HI 
the idea of resurrection is very pronounced, with miniatures of the rais-
ing of Lazarus, noli me tangere and doubting Thomas. Here again we see, 
as in the Uta Codex, the need for good works expressed. On f. 167v is 
the unusual subject of the parable of the good Samaritan, perhaps the 
archetype of all preaching of charity. The Ottonians were confident 
in their claim to be emperors because God so wished it. Otto Ill's 
deliberate intervention in the question of John Philagathos (John XVI), 
the anti-pope to Gregory V, was based on his claim to be God's rep-
resentative on earth. His successor, Henry II, expressed this idea even 
more strongly in his sacramentary: the ruler portrait shows him being 
crowned not by angels or saints, but by Christ himself, while two angels 
hand him a sword and lance, as symbols of power.273 The idea that 
Otto III took the legend of the last emperor seriously is strengthened 
by his declared intention of, at some point, renouncing the imperial 
crown and donning the monk's habit. Nor was the connection one-
sided: if the emperor ruled as God's vicar, then churchmen often ruled 
in the emperor's name. Leyser has pointed out the infrequent mention 
of lower administrative personnel in narrative sources and the general 
scarcity of administrative documents in the Ottonian period, while the 
upper administrative ranks received frequent mention: the latter were 
'a predominantly aristocratic, ecclesiastical upper echelon.'274 Both the 
ruling house and the church benefited from a view of the Ottonian 
Empire as ordained and blessed by God. All this contrasts with the 
turmoil of Anglo-Saxon England and the cfiorts of the Church there 
to maintain some kind of order. It contrasts too, with the wealth of 
Anglo-Saxon texts in the vernacular, texts that seemed to have as their 
objective the deeper and better understanding of Christianity by both 
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cleric and layman. Although it is impossible to show, there seems to 
have been a less exclusive attitude to the Church and its learning, a 
striving to bring understanding of the bible and the liturgy to those 
beyond the upper ecclesiastical hierarchy.275 Perhaps this attempt to 
spread learning and understanding was a manifestation of a degree 
of uncertainty. The Anglo-Saxon miniatures do not display the same 
self-confidence in salvation or the same relationship between earthly 
and heavenly ruler as their Ottonian contemporaries. 
The two ruler portraits in the Bamberg Apocalypse and the New 
Minster hber Vitae have already been analysed, but it is worth look-
ing at them again to see what diSerences in attitude they display. The 
portrait of Otto III shows him seated on a throne, very like pictures 
of Christ in majesty. He is flanked by the two saints, Peter and Paul, 
who crown him. This gives a very definite link with Rome, tradition-
ally the place of martyrdom of the two saints, as well as the seat of 
the apostolic church. Just as Otto II was buried beneath the altar of 
St. Peter, his son receives the accolade of rulership from the founder 
of the Roman Church. In the lower register the parts of the empire 
pay tribute. Otto III is hailed as a ruler ordained by God, and it is 
this rulership that is emphasised. God's blessing and approval arc for 
the ruler, not the man or his actions: as a ruler he is responsible for 
plenty and the prevalence of virtue as depicted on the other side of 
the opening. In this portrait he is God's appointed vicar, confident of 
both his rule and the salvation that he ensures for his people. The 
New Minster manuscript shows another relationship with God. While 
Otto clearly models himself and his role of God, Cnut and ^Elfgifu are 
suppliants. They bring a gift to honour their Lord, an event witnessed 
by both the heavenly and earthly representatives of the Church, just 
as Edgar in the New Minster Charter of 966 humbles himself before 
his Lord and offers not only the charter but the foundation itself.27h 
Cnut and ^t,lfgifu do not seek to compare themselves with Christ as 
ruler: the crown is given to a pious man, and through that piety and 
humbleness before God is he fit to rule. This is no less politically loaded 
than the Otto miniature, but in a diSèrent way: the one approves of 
271
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an institution, the other a man. In this miniature there is the idea of 
conscious striving to be worthy, the rewards of those so judged, as well 
as those deemed unworthy are shown overleaf. For the Anglo-Saxons 
the fight was not yet won, there was always the battle against the lower 
nature of mankind. The Ottonian miniatures show this batde as won 
by the faithful of the Ottonian realm. The crucifixion in the Uta Codex 
gives instructions, implying that it is fully within the capabilities of the 
reader to follow God and obtain salvation. The reader is assumed to 
be untroubled by human desires and weakness, or at least in state to 
overcome these without too much difficulty. Perhaps this accounts for the 
lack of miniatures of the fall in Ottonian manuscripts, an implication 
that man's sinful heritage was behind him. It is worth noting that our 
one remaining depiction of the fall from the period on the Hildesheim 
doors was very possibly a declaration of the sinfulness of those who fell 
short of the standards expected by true followers of God, at least in 
the view of the monks of Hildersheim; it can be regarded, at least in 
part, as a piece of propaganda in a power struggle between Bernwald 
and the Bishop of Mainz. 
The uncertainty of the lot of man, of the individual that is so appar­
ent in the Exeter Riddles, the continuing struggle between the wishes 
of the soul and the desires of the body, the consciousness of failure, 
are echoed in the fearful Mors of the Leofric Missal. The knowledge 
of human weakness and the failure of good intentions, with disastrous 
results displayed in Genesis Β and the miniatures of Junius 11 seems 
characteristic of late Anglo-Saxon thought. Perhaps the nearness of 
pagan invaders and the uncertainties of rule and government were the 
cause of the warnings of man's weakness and inherent propensity for 
sin. It has often been remarked that there was a demonising tendency 
in Anglo-Saxon England—as we have seen the fall of Lucifer could 
even be used as preface to charters—but at the same time there was 
awareness that temptation was omnipresent. Redemption was not held 
to be impossible, the cross and Christ's sacrifice were there for those 
who truly followed God's way; but man must be aware of the unceas­
ing temptation and the doom to which man was condemned, and to 
which he could so easily fall if he were weak and failed to follow God's 
laws closely enough. Sin and the fall of man were intrinsically linked 
to Adam and human weakness. ^Elfric wrote in one of his Catholic 
Homilies: purh treow us com dead, pada adam geœt pone forbodenan appel, and 
durh treow us com efi lif and alysednyss, dada Crist hangode on rode for ure 
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alysednysse.'111 The Angers manuscript may have some of the form of 
Ottonian works, but it is much closer in feeling and interpretation to 
the Anglo-Saxon works. Man's disobedience, his failing was somehow 
linked to his humanity and thereby to death; only by overcoming the 
weakness that led Adam to commit the first sin can man be redeemed. 
The Ottonian miniatures give a picture of a readership that is confident 
that it can follow the way of the cross and achieve heaven: the Anglo-
Saxon readership seems less sure. 
111
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CHAPTER THREE 
KNOWING T H E ENEMY, THE BATTLE WITHIN 
In the fifty or so years between the making of the Moissac manuscript 
and the next group of manuscripts with scenes of the fall much had 
changed, with dramatic events such as the investiture contest, the cru-
sades and attacks on Jews highlighting the changing attitudes towards 
God, sin and redemption. The late eleventh and first half of the twelfth 
century is a urne of complexities, and perhaps even more than usual, 
contradictory trends. Many of these contradictions were probably more 
seeming than real, the similarities more apparent to the historian than 
to contemporaries. The pilgrimages, crusades and the stream of men 
and women entering a cloister were motivated, in part at least, by a 
desire to save their souls, some by action, others by contemplation. If 
the competition between canons and monks was perceived to esca-
late, this, to some extent, had its roots in the fact that the two types 
of religieux were becoming more and more alike, with an increasing 
proportion of monks being ordained, while more and more canons 
lived a secluded existence following a rule. The military orders seem to 
be a contradiction in terms, since monks were forbidden to bear arms 
and the life of a knight or soldier would appear to be the opposite of 
that of a contemplative. A part of the seeming contradiction inherent 
in the soldier monk is more readily understandable when we consider 
the terminology used both earlier and in the period now under review 
to describe the eternal batde between good and evil, the servants of 
God and those of the devil. Attitudes to women were also contradic-
tory. In this period, to a certain extent, they were not only acceptable, 
but praiseworthy. There was a small resurgence of the double monastic 
house, and female mystics began to be held in high regard. On the 
other hand the fear of sexuality was in no way diminished. Indeed, it 
seems to have increased. While certain ascetics and hermits courted 
sexual temptation to try their chastity, laws and ordinances, such as the 
canons of Nabulus, showed the danger sexuality was perceived to be. It 
was a period of unity and division. People of various lands answered 
the call of the crusade or the call to the cloister, but wars between the 
rulers of the west were rife. The Christians of the Eastern Church 
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must have perceived their 'liberators' as ruthless and cruel despoilers 
rather than co-religionists. Not only did the Emperor and other rulers 
contend with the pope and local bishops, but there was schism in the 
papal see itself. While many sought to return to the roots of faith and 
eschewed subde learning and logic, the new universities and schools of 
logic found pupils flocking to them. There was greater optimism than 
a century earlier and the ways to achieve goals, especially salvadon, 
seemed more varied and individual. 
1. General Context 
The late eleventh and twelfth centuries in western Europe appear to 
have enjoyed a mild climate and this is born out by the descriptions 
given by monastic writers describing the site of their particular house, 
often comparing it to paradise.' Since monks needed also to live, the 
beauties of nature were no more appreciated than her bounty. Even 
areas that were not suitable for arable cultivation were a source of 
income, in particular the Cistercians made fortunes from wool from 
their flocks, 'revenue from this source alone could provide a stable 
base for the budget of a large monastic establishment.'2 The wealth 
of the monasteries affected others too, and frequently for the better. 
Cluny, probably in 1087, claimed to have fed seventeen thousand poor.J 
Moreover the monasteries needed servants, or increasingly, lay brothers 
or sisters, providing work, sustenance and shelter, as well as salvation, 
for a number probably equal to monks or nuns of the house. There 
is no reason to suppose that lay landholders had any less productive 
lands. The increase in markets and a more money orientated economy 
bear this out. The conversion of service or production into cash rents 
for land tenure points to the fact that there was litüe food shortage, as 
does the increase in the growth of towns, implying that the countryside 
produced a surplus, thus enabling the urban population to increase 
and develop its own economy. Markets were always encouraged by 
land-holders as a source of revenue: these again point to a surplus, 
especially if we consider the importance of big international markets 
1
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such as Champagne. Technical innovations such as the mills and the 
spread of the use of (shod) horses and a general improvement in diet 
led to increased productivity and a growth in population. These factors 
lay at the basis of the increased urbanisation and the growth of trade 
both within Europe and with the Levant and North Africa. 
One of the reasons for this upturn in the economy was undoubtedly 
the cessation of the external threats from Magyars, Moors and Norse-
men. Not only were the lands of western Europe free of raiding and 
pillage with the concomitant destruction of crops, tools and homes, 
and the slaughter of workers, but they were freed from the heavy 
economic burden of mounting armed resistance to these raids. Nor 
should the psychological effect be underestimated. To be freed from 
the fear of the destruction of life and property must have given all 
sections of the community a renewed vigour and interest in what they 
could do. The Mediterranean was no longer dominated by Moslem 
ships, and the mercantile fleets of Genoa and Venice took more and 
more of the sea trade. Frontiers were pushed back, both in the sense 
of land reclamation and the establishment of new communities, both 
religious and lay, and the conquering of Moslem states, particularly 
in Spain and southern Italy. This push to extend the boundaries of 
holdings and influences by west Europeans reached its apotheosis in 
the crusader kingdoms. This was, to a large extent, the other side of 
the high conjuncture and the relief from invasions. Population pressure 
was perceived to be a real threat. All versions of Urban II's speech at 
Clermont were written after the event, but some of the writers may 
have been present. One of those was Robert the Monk who reported 
the speech in his Jerusalem History:* 
This land which you inhabit, enclosed on all sides by the seas and sur-
rounded by mountain peaks, is too narrow for your large population; nor 
does it abound in wealth and it furnishes scarcely food enough for its cul-
tivators. So it is that you murder one another, that you wage war and that 
frequently you perish from mutual wounds. Ixt therefore hatred depart 
among you, let your quarrels end, let wars cease and let all dissensions 
ì
 quoniam terra haec quam inhabitatis clausura maris undique et jugis montium circumdata, 
numerositak vestra coanguslatur; nee copia dimtiorum exuberat; el mx sola alimenta suis cultonbus 
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and controversies sleep. Enter upon the road to the Holy Sepulchre; wrest 
that land from the wicked race and subject it to yourselves. 
It is probable that the perception of overpopulation concerned primar-
ily the warrior class, chiefly knights, often with small fiefs and now 
without an invader to fight. Robert goes on to mention that Israel is a 
land 'fruitful above all others, like another paradise of delights'. On a 
mundane and less poetic note merchants must have seen in the control 
of the Middle East a rich source of income and trade. 
The late eleventh and early twelfth centuries saw, then, an expanding 
and enterprising population, both resdess and fired with ideals. Relieved 
of the burden of the defence of their own territories and offered the 
prospect of acquiring both heavenly and earthly riches, people sought 
these in diverse ways, by entering a reclusive order that sought to pro-
vide for itself without the help of the world, by going on pilgrimage, 
by seeking a new life in towns or mercantile ventures abroad or by 
seeking to liberate Jerusalem. It was a mobile population with not only 
people and goods moving, but scholarship and ideas. 
1.1 Church and State 
Ecclesiastical and secular matters were still closely intertwined. As tem-
poral lords, bishops and monasteries had secular dudes and responsibili-
ties, while kings and other rulers had the duty to defend the church and 
advance the cause of Christendom. However, in this period there was a 
tendency to define more clearly the areas of temporal and ecclesiastical 
concern. Many monasteries had for a long time held privileges that 
gave them immunity from interference by lay authority and/or exemp-
tion from the authority of the bishop of the dioceses in which their 
house was situated. Some houses were answerable only to the Pope, 
Cluny being the best known. The daughter houses of Cluny enjoyed 
the same freedom, but then filtered through the Cluny network, that 
is they were answerable to their mother house. However the immunity 
or exemption was easier in theory than in practice. Many, if not most, 
foundations were dependent on lay patronage and a lay patron was 
apt to require that his own nominee would be chosen for a particular 
post. Even when a lay patron had unequivocally endowed a founda-
tion it was not unknown for heirs to try to revoke the gift, thus it was 
in the interests of a house to remain on good terms with lay patrons. 
This point is stressed in Abbot Suger's Liber de rebus in adminulrahone sua 
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gestis. He gives as a reason for writing the account not only that the 
succeeding generations of brothers would be reminded to pray for his 
soul, but also:5 
Lest after our passing the revenues of the church should be diminished by 
someone's fraud, lest the abundant additions conferred upon the church 
by God's munificence during the time of our administration should be 
quietly lost by unworthy successors... 
The question of lay patronage and the extent of the rights given by it 
lay at the roots of the investiture conflict. This was also a manifestation 
of the question of ruler theory. In how far was the ruler God's represen-
tative on earth and how far did his authority reach? The question was 
played out in many spheres but the most obvious and far-reaching was 
the struggle between the Emperor and the Pope. Otto III had already 
interfered in papal afiairs, and in 1046 Henry III took this considerably 
further, deposing Benedict IX, dismissing two other papal candidates 
and ensuring his own reforming nominee was elected. This initiated 
a series of reforming popes, the most revolutionary being Gregory 
VII. This was something that in the succeeding decades rebounded 
on the emperors. Henry III, a supporter of Cluny, had the intention 
to reform the Church, objecting to what he saw as corruption. The 
fight against such perceived abuses as simony and clerical marriage 
took another turn with the decree on papal elections issued by Pope 
Nicholas II in 1059. Basically this stated that 'the men of the church 
shall be the leaders in carrying on the election of a pope, the others 
merely followers.' Since all bishops must be elected by the clergy and 
approved by the metropolitan, the choice of pope was to be that of the 
cardinal bishops, who 'perform beyond a doubt the function of that 
metropolitan.' The boy emperor Henry—called king was mentioned 
but it was clear that he was intended to be one of the 'followers'. The 
legate bearing the decree was refused audience at the imperial court, 
which then disseminated its own version. This version gave the emperor 
the right to consent to an election being held, and gave him a role 
equal to that of the cardinal bishops. This latter was achieved simply 
by inserting a phrase into the papal original—'the men of the church, 
together with our most serene son King Henry, shall be the leaders in 
carrying on the election of a pope, the others merely followers.' The 
1
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struggle between popes and Emperor continued with Henry claiming for 
himself not only the right to be seen as God's representative on earth, 
but to 'depose' Gregory. Henry's position is made clear in the letter 
he wrote to Gregory, beginning 'Henry, king not through usurpation 
but through the holy ordination of God, to Hildebrand, at present not 
pope but false monk.' The letter goes on to accuse Gregory of cruelty, 
pride, arrogance and that achieving by 'wiles... which the profession 
of monk abhors, you have achieved money, by money, favour, by the 
sword the throne of peace.' Threats of deposition he rejects:6 
[You] rise up against the royal power conferred upon us by God, daring 
to threaten to divest us of it. As if we had received our kingdom from 
you! As if the kingdom and empire were in your hands, not those of 
God! And this although our Lord Jesus Christ called us to the kingdom, 
he did not, however, call you to the priesthood. 
He goes on to assert that he is responsible to God alone 
I am not lo be deposed for any crime unless, which God forbid, I should 
have strayed from the faith—am subject to the judgement of God 
alone... Thou, therefore, be damned by this curse and by the judgement 
of all our bishops and by our own, descend and relinquish the apostolic 
chair that you have usurped... I Henry, king by the grace of God, do say 
unto you, together with all our bishops: Descend, descend to be damned 
throughout the ages. 
The relative positions of Church and state were unclear both in practice 
and theory. The two institutions were historically intertwined; a secular 
and ecclesiastical branch both ruling and doing the will of God was 
the theoretical basis. However, as we have seen earlier, the position of 
the ruler as divinely appointed gave him a certain amount of claim to 
spiritual authority. The Church, in its various manifestations, episcopal 
and monastic, was a temporal subject of the crown, holding lands and 
thereby having temporal and secular duties. Many of these had been 
commuted to cash payment, but the temporal relationship still existed. 
Bishops and abbots were temporal powers, often exerting considerable 
political influence. Much of the question derived from the point as 
to whether a temporal lord, either as a founder and patron, or as a 
landlord had the right to see his own man as his 'tenant', caring for 
the souls of his dependents or family In principle, such appointments 
6
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gave a lord considerable power. Unlike lay tenants or dependents there 
could be no claim of family inheritance; however most monasteries at 
least had formal elections of a new abbot. Religious houses had an 
uncertain relation with the outside world; in principle they were not 
supposed to concern themselves with worldly things such as the day-to-
day practicalities of administering their land. The function of advocate, 
a sort of steward or general administrator, also included defending the 
rights of the house, for a proportion of the profit made. In legal cases 
the advocate was entided to the 'third penny'. However, the advocate 
was less and less a feature of monastic life. Lay brothers and sisters 
took over much of the day-to-day work, with sometimes certain monks 
holding a post such as cellarer. There was also still a fear of robbery 
or the taking of property by forceful possession—a point not lost on 
Suger. 'We also arranged to have the towers and upper crenulations 
of the front altered with an eye to beauty and, should circumstances 
require, to utility.'7 In a world where there were numerous bands of 
unemployed knights and soldiers, and lords, both lay and ecclesiastical 
casting greedy eyes on monastic lands, the monasteries looked more 
and more for protection to a lord protector. This could be the pope or 
a king, but these tended to be distant and a local lord was often more 
effective. These protectors could be felt to have the right to nominate 
an abbot, or indeed if they were the protectors of secular churches, 
bishops or local priests.8 As they protected the church in this world, 
they sought a form of protection for the next world. 
The struggle between the pope and the emperor was played out on 
many difierent levels. Anselm's refusal to accept lay investiture under 
William Rufus was another example of the chief churchman of a 
country demanding that the ruler desist from interfering in church 
business. The same problems were found everywhere in north-west 
Europe on many difierent scales and were complicated by the relations 
between regular and secular clergy. As more and more monks were 
ordained, and as their holdings grew and expanded, it became more 
frequendy the case that a monastery held a settlement and claimed the 
right to invest the priest, often a member of their own community. In 
' De administratione, ch. 27. 
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this sense the monastery, as the holder of lay property, was claiming 
lay investiture. 
The polemics of the struggle between Henry and Gregory display 
the theoretical basis on which the claims of both lay rulers and the 
pope rested. The Salian monarchs adopted the Christ/King theory that 
had been popular with their Ottonian predecessors. Christ was King of 
heaven and the monarch was his deputy on earth, a reflection of Christ. 
Archbishop Werner said that the monarch 'has the name and is the 
representative of the heavenly king'.9 As God's representative, appointed 
by God, he was above all others. The papal side did not contest the 
idea that rulers were God's chosen, in many cases, but maintained that 
the divinely chosen status manifested itself in the willingness of the 
ruler to do God's work. Men could come to power, said Gregory, who 
sought their own ends and aggrandisement, but these were not true 
kings. Unlike some earlier writers he docs not see the bad ruler as a 
chastisement for a wicked people, but as false ruler. Even one chosen 
by God must continue to follow God's ways and do his work, or he 
forfeited his right to rule. He wrote to William I of England that he 
must 'prove by your actions the dispensation committed to you by God 
and fulfil your ministry to his glory and praise."0 In this he meant that 
the ruler must support the pope in his measures against simony, clerical 
marriage and lay investiture. It was to this end he supported an anti-king 
to Henry, one who was willing to swear to 'comply with whatever the 
pope commands me with the words "in true obedience"... and pay to 
God and St. Peter all due honour and service.'" This was going much 
further than a division of care between a temporal and spiritual ruler. 
It implied the absolute right of the pope to dismiss a ruler who flouted 
his orders. The Lenten synod of 1080 spoke of Henry being 'righdy 
degraded on account of his pride, his disobedience and his falsehood...' 
In other words, Gregory, as pope, demanded obedience from rulers; 
without this obedience a ruler showed himself a false monarch. Gregory, 
in spite of his claims to the supremacy of power, did not contest the 
right of a lay ruler to invest a bishop with the regalia symbolising his 
temporal power. His successors, however, took an even more extreme 
stand. In 1095 Urban II declared that no churchman was to take an 
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oath of fealty to a lay ruler, and seven years later Pascal II extended 
this to the investiture of churchmen in respect to their property. The 
argument for this rested on the idea that office and property of a see 
was an indivisible whole and that any lay control was detrimental to 
the spiritual office.12 The ensuing struggles and splits among both lay 
and clerical factions were not resolved until the Concordat of Worms in 
1122 in which the temporal and secular functions were separated and 
the ruler retained his hold on the secular aspects, while relinquishing 
any claim on investiture to the office. This was the solution that was 
applied generally at all levels, though frequently not without struggle 
or infringements. 
1.2 The Crusades 
In the struggle between empire and papacy, the taking of Jerusalem in 
1099 could be seen as a factor increasing papal prestige. After all, the 
crusade was a papal initiative in which none of the European rulers 
took part. In 1074 Gregory VII had already urging the faithful to be 
prepared to lay down their lives to liberate their brothers of the East.13 
Gregory even wrote to Duchess Matilda that he longed to go himself 
to free the Eastern Christians. Little may have come of Gregory's 
plea, but when Urban II called for an armed crusade to free the east 
for pilgrims and other Christians he met an enthusiastic response. Not 
all accounts mention the liberation of Jerusalem as an objective, and 
they vary as to the amount the people of the west were castigated for 
their falling off from obedience to divine law, but all are agreed that 
he made an appeal to those assembled as brothers of the Christians 
suffering under the Turks —Robert the Monk calls them an 'accursed 
race. . . utterly alienated from God."4 After describing the enthusiasm 
with which Urban's speech was received, he goes on to give Urban's 
words in reaction to this enthusiasm. Robert is unusual in that he gives 
an account of all those who are not to undertake this venture. These 
were the old and infirm, incapable of bearing arms, woman without 
12
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their husbands, brothers or legal guardians, since such would only be 
a hindrance. The rich were to finance the poor and supply soldiers. 
No ecclesiastic was to set out without his bishop's permission, and even 
laymen should seek the blessing of a priest before they set out.15 
All accounts of Urban's speech agree that he offered those who 
undertook the crusade remission of sins. This was not entirely new: 
previous popes had promised absolution to those who killed the enemies 
of Christendom in battle, notably in the push to take Moorish Spain. 
However, the accounts of Urban's speech are somewhat less specific, 
implying a remission of sins in general. Robert the Monk's account says 
'Thus go on this journey for the remission of your sins, secure of the 
imperishable glory of the kingdom of heaven".'b Fulcher of Chartres 
gives the same assurance to those who die on the journey'7 Guibert of 
Nogent speaks of Urban's absolution for all who vow to undertake the 
journey.'8 This would seem to go beyond the absolution for the sin of 
killing in battle. Considering the various accounts of the speech that 
point out the sins of the people, especially the knightly class, it implies 
that the crusade could be viewed as a special pilgrimage to expiate sin. 
It is also the most explicit statement of the Church's attitude towards 
violence. This had always been, in theory, one of disapproval, although 
in practice violence had often been encouraged, with churchmen par-
ticipating in battles and campaigns. The difference now is the assertion 
that certain forms of violence are good. Baldric of Dole, in his version 
of Urban's speech, maintains that the freeing of their 'brothers' is the 
only righteous form of war.19 This attitude towards 'righteous violence' 
is perhaps best exemplified by the new military orders, in the seem-
ing contradiction of soldier-monks. These seem to have been drawn 
'
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from the laity rather than monastic circles. Guibert speaks of these 
new orders being brought into being by God so that the people might 
find a new way to redemption.20 This raises an interesting point. The 
military metaphors used in the ninth century were those of combating 
an external evil. This is certainly an important part of the crusading 
movement and the establishment of the military orders, to combat 
the Muslim, and in some cases, especially in Germany, there were 
outbreaks of anti-Judaism. The term 'a new way to redemption' points 
to something other than this simple opposition to an external evil: it 
is an acknowledgement of the need for redemption in those who fight 
external evil. This acknowledgement of the need for redemption was 
not new, nor was the recognition of human failing. However, the two 
are now linked: by combating the heathen the crusader now expiated 
his sins, fighting evil both within and without. Of equal importance is 
the personal aspect. Absolution may have been given en masse to those 
who took the crusading vow, but it dealt with very personal sin. Each 
individual who set out could rest assured in his own salvation. 
In his letter in praise of the new orders Bernard of Clairvaux wrote 
that they fought a double fight, both against flesh and blood and against 
spiritual evil.21 Nor was this new knight afraid of death, as that meant 
life in Christ.22 Like Baldric he sees the war as righteous,21 and contrasts 
the state of the militant monk with that of the secular knight, who must 
fear for his soul while he slays his opponent.24 The true knight needs 
no justification for his deeds; as Bernard asks, if a Christian was not 
allowed to fight, why did Christ tell knights to be content with what 
they had, rather than forbidding them such a profession.2' The meta-
phor of militancy is double, in fighting internal and external evil, and 
an expression of the literal case in taking up arms against the Moslem 
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rulers of the Holy Land. The pilgrimage to Jerusalem, a long-time 
manner to expiate sin, now took on a positive aspect. Not only did the 
crusader work on his soul's salvation in a form of visible penitence, 
but took up arms to free the Holy Land for his eastern brothers, and 
to make it safe for pilgrims. 
All the high-flown rhetoric of the soul and the Church had an 
undertone of practicality and even greed. Robert the Monk spoke of 
overpopulation, and the crusades were seen, perhaps even in the first 
place, as a means to remedy civil ills. In his version of Urban's speech, 
Fulcher of Chartres sums up the evils that beset the western Church and 
lands. According to this Urban spoke an anathema out on all those who 
attack travellers, monks, priests, merchants, nuns and pilgrims, on those 
who robbed and burned. He describes the unsafe conditions, those who 
rob and cheat prevailing over an inefficient system of justice. He urges a 
stop to simony and lay control of the Church and ends with a plea for 
the enforcement of the Peace of God.2b Baldric of Dole's version spews 
invective at those knights who plunder and are guilty of murder and 
sacrilege, urging them to become knights of Christ.27 In 1085 Henry IV 
issued a decree of the Peace of God that also gives an indication of 
26
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what were felt to be the ills of the urne. Its chief motivation was to end 
feuds, or at least to limit them by restricting the bearing of arms. It 
also provided punishment for all those who committed robbery, assault, 
murder or arson. This occurred on a sort of sliding scale depending 
on the status of the accused. For example a freeman or noble could 
attempt to acquit himself of the charge by the testimony of twelve of 
his peers, while a slave endeavouring to prove his innocence was to be 
subject to an ordeal. Anyone in orders was not to be dealt with by lay 
authorities but to be handed over to the bishop —however Henry did 
lay down what punishment they were to suSer. The penalties show an 
interesting aspect, that of the refusal of all comfort of body or soul to 
the criminal—even dying he was to be denied the Eucharist, nor was 
anyone to receive payment to pray for his redemption. The other side 
of the coin was that the restrictions on violence were not applicable to 
beatings received as punishment, the sentences of a court of justice, or 
in connection with the Emperor's decree of an expedition to deal with 
enemies of the realm. This is an interesting document on several points. 
Firstly, it was said to have been decreed by the agreement of the entire 
populace, lay and ecclesiastical. Secondly it exempts all acts of violence 
that could be seen as lawful execution of justice. Lastly, by its removal 
of all spiritual aid and comfort from anyone who broke the decree, it 
pinpoints two things—the importance attached to such spiritual aid 
for a wrong-doer, and the fact that such was regarded as eScctive. The 
implication of this is that sins could be absolved. The Anglo-Saxon 
works of eighty years earlier were gloomy about the chances of salva-
tion for those who were simply subject to human weakness, not great 
sinners. Now, in Henry's decree we see that while human justice was 
immutable, spiritual help could help the evil-doer to escape damnation. 
Henry's decree against spiritual help and comfort for the criminal, in 
fact, is an attempt to ensure that he does not escape cither temporal 
or eternal punishment. 
The effort to divert violence away from Europe by recruiting per-
haps the most violent members of society for a crusade was working 
at an important social problem, if not curing it, moving it away from 
north-western Europe. The large number of armed men, without lands 
or possessions, or very limited ones, could be regarded as not only a 
cause of the violence, but also as one that would be difficult to eradi-
cate by decrees such as that of Henry FV An added inducement to go 
on crusade was the prospect of land and bounty. In Baldric of Dole's 
version of Urban's speech he held out the possibility of earthly wealth, 
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as well as heavenly treasure.2" It must be assumed that for many who 
took the cross, the hopes of temporal rewards were as strong, if not 
stronger, than any spiritual advantage. The atrocities committed by the 
crusaders, not only on the Moslems they had set out to fight, but also 
on those Christians of the east whom they had sworn to liberate, are 
indication of this. The account by Anna Comnena, daughter of the 
Eastern Emperor, of the conduct of the crusaders at Constantinople 
shows the contempt and aggression shown by those who were supposed 
to help them. The accounts of those who praised the crusaders, claim-
ing the falseness and cunning of Emperor Alexis, also demonstrate the 
fact that there were groups of crusaders that had foraged and pillaged 
indiscriminately. 
While there are numerous miniatures showing episodes of the cru-
sades, I have been unable to find any before the thirteenth century that 
unambiguously show the early crusades as contemporaneous. When 
we consider the size of the movement, the immense disturbance the 
migration of both military and ordinary people caused, the fervent 
rhetoric with which it was preached, it seems strange that we have no 
contemporary pictorial view of it as such. The first two crusades, as 
a visual experience, are known to us only in considerable retrospect. 
How the artist of the late eleventh to even the late twelfth century 
saw this movement that touched so many, is unknown. The images 
that we can securely date are from at least a hundred and fifty years 
later, and can only tell us how the descendents of the early crusaders 
saw the endeavour. There are two references to the batde of Antioch 
in 1089 at which the saints George and Demetrius were said to have 
appeared. One of these is the wall-painting of Saint-Julian de Poncé, 
which may depict this battle, but the condition is so poor that no posi-
tive identification can be made. The second of these references is to be 
found in a psalter made at St. Berlin at the end of the twelfth century, 
thus straining the term 'contemporary.'2q This is a map of the Holy 
Land, chiefly Jerusalem, with underneath the saints charging forth in 
batde. While interesting in itself, it tells us nothing of the campaign, 
or how it was viewed at the time. The one visual source for the earlier 
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crusades that has left any traces is the Crusader Window of St. Denis 
but this must be viewed with caution, as it is filtered through eighteenth 
century drawings and engravings. Brown and Cothren have attempted 
a reconstruction,30 but they admit that the engravings accommodated 
the crudities of twelfth-century draughtsmanship to eighteenth-century 
sensibilities.'31 However, even the drawings cannot be regarded as cap-
turing the spirit of the originals. If Brown and Cothren's speculative 
reconstruction, which has been done with meticulous regard for detail 
and sources, is correct, then we must regard their conclusions as to the 
iconographie significance seriously. They describe it as 'focusing on 
human history, mingling the distant and recent past, combining scenes 
depicting specific historical events with images emphasising the eternal 
significance of human accomplishments.'32 Notably, their reconstruc-
tion would give a view of the crusades not only as human endeavour 
in the service of God, but also the effectiveness of that endeavour. It 
must be noted that such a reading is made likely by the fact that the 
window was made either for Suger, regent for Louis VII while he was 
on crusade, or his successor Odo of Deuil. In his perceptive article on 
propaganda and motivation in crusader art, Weiss deals with the Arsenal 
Old Testament, a mid thirteenth century work, and one should be very 
cautious in projecting any attitudes displayed in such a late work onto 
the first two crusades.33 However, Weiss comments that 'the ideological 
character of the enterprise so dominated an objective strategic assess-
ment that little account seems to have been made either of Islam's 
numerical superiority or the tremendous logistical disadvantage... ' 
would seem applicable to the earlier ventures. In connection with this 
a high relief made for the cloister of Beauval, and now in the Musée 
Lorraine in Nancy, throws an interesting side light on the aftermath 
of the crusades for at least one family. In 1147 Hugh de Vaudémont 
joined Louis VII on the second crusade, but did not return and, as a 
charter of 1160 states, was presumed dead. However, he reappeared 
sometime between 1161 and 1165, to be reunited with his 'widow'. The 
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relief was made to commemorate his return.34 This identification has 
been disputed, René Louis claiming that the couple represent a scene 
from Roman de Gérard de Rousnlhn. However, this seems unlikely35 It is 
interesting to note that Hugh is not shown as the warrior returning in 
triumph, but as pilgrim with cross and staff, and bearing no weapons or 
armour. It would seem, then, in this case, in retrospect at least, the ele-
ment of pilgrimage was more important than that of freeing Jerusalem. 
Whatever practical factors were involved, Alexander's appeal for help, 
the desire to heal a breach between Eastern and Western Churches, 
the acquisition of land and wealth, of increased trade and prestige, the 
divergence of energy of an excess of unemployed military and the 
removal of a social problem by the exportation of violence, there is no 
doubt that there was a deep ideological basis for the movement. The 
desire for salvation, for riches in the world to come motivated many to 
undertake a journey that was long, hard and hazardous and to commit 
themselves to fight and perhaps die. Their only assurance was that their 
souls would be saved, and for many that was enough. 
1.3 Spirituality 
The crusading God was very much the Old Testament God,3fi much in 
the way of the Carolingian God, a military leader, and the world the 
place in which his batdes were played out —'Le "Dieu des armées" est 
alors le triomphateur, non seulement mystique, mais terrestre de cette 
guerre sainte.'37 While this period saw a rise in mysticism and spiritual-
ity, it was clothed in a human and affective manner. Those milites Christi 
who did not literally take up arms, but sought to find God, not just 
salvation, had a proliferation of ways open to them. The late eleventh 
and early twelfth centuries saw a resurgence of the eremitic life, of 
wandering preachers, somedmes laymen, but also a new emphasis on 
the coenobitic life. The growth of types of orders was only halted by 
the decree of the Lateran Council of 1215 forbidding the foundation 
of new orders. There was a greater emphasis, among some orders, on 
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pastoral work. The love of one's fellow man, whether a lay congregation 
or the brothers and sisters of one's own order, took on new importance. 
While the crusading God can be characterised as Old Testament, 
the God of most of these new groups can be called the God of the 
New Testament. This is the common factor in the various orders, an 
emphasis on love and charity towards one's fellow Christians—the 
heathen, and more particularly the Moslem as the enemy of God, 
was excluded. With hindsight it can be seen that the various orders 
varied little in practice, but they were not so perceived at the time. 
Each group had its own sense of identity and its own way of trying to 
find God. In a series of essays, perhaps somewhat misleadingly entided 
Jesus as mother, Caroline Walker Bynum analyses the language used by 
writers in various orders to investigate their priorities and perceptions 
of themselves.18 Her chief concern is with the coenobitic life and she 
succeeds in pointing out diSèrences in attitude, often subde, between 
the older orders, typified by Cluny, the Cistercians and regular canons 
such as the Premonstratensians, and the importance of communal life 
in their spiritual development.39 
Although frequently living similar lives, regular canons and monks 
understood in very different ways the significance of what they did and 
the responsibilities entrusted to them... the majority of canons, like the 
majority of monks, only rarely joined actual service of men in the world 
to the discipline of cloistered withdrawal. What is new and distinctive 
about canons as a group is not their actions or the rights they claimed. 
It is simply the quality of their awareness, their sense of responsibility 
for the edification of their fellow men. 
While there is evidence that works of charity, of a practical nature, 
were no less than they had ever been, this concern for one's fellow man 
was the concern for his soul—his edification. Monks were far more 
cautious about holding themselves up as examples, fearing that inner 
imperfections could belie outer goodness and piety and be signs of 
hypocrisy or even hubris. They, especially the Cistercians, were more 
inclined to follow the good example of one of their brothers, rather 
than set themselves as models for others to follow. The use of a model 
was extremely important, and much of the multiplicity of the forms of 
religious life in the twelfth century was due to people striving to find, 
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and then follow the right model -the right model for that person. In 
spite of the polemics there was general acknowledgement of the use 
and need for diversity. Many people moved from one form to another, 
from canon to monk, or vice versa, or from nun to anchorite. In general 
this was frowned upon by ecclesiastical authorities, but in many cases 
was permitted, especially if the religious(e) was moving to a sterner or 
higher form—although there was little agreement as to which forms 
were the more praiseworthy. For many, moving from one form to another 
was a stage on a spiritual journey in search of perfect harmony with 
God. Many models were sought and used, the early Church, Augustine, 
the martyrs, the desert Fathers and above all Christ. The individual 
sought to find his true self, but that self was patterned on an ideal, not 
on a desire to be 'different' or unique. His true self was one that was 
worthy of God, and was a goal to be achieved. The ladder of humility 
acquired new emphasis and much of this spiritual striving had such 
metaphors, achieving one state and then reaching for the next—from 
the love of man to the love of God. It was a dynamic concept, with a 
specific goal in view—the presence of God. 
The concept of a dynamic process towards knowledge of God 
is frequently associated with male religious, while it is asserted that 
females were given a more static ideal.40 The virgin female was, simply 
on account of her virginity, already in an ideal state her task was to 
preserve that state. While this is undeniable, the matter was rather more 
complex. Physical virginity was of enormous importance, but the idea 
of spiritual virginity began to gain ground. It can be further argued 
that obviously physical virginity could not apply to all religious women, 
but even for those who were virgins in the bodily sense the ideal was 
more than merely remaining intact. The most highly regarded women 
were able not only to preserve what was seen as an essentially feminine 
virtue, and possessing those attributes that, in this period, were both 
regarded as feminine and positive, but in other ways they were able 
to rise above their sex, becoming men in their minds, their bodies 
simply an accident. They could reject physicality and female weakness, 
concentrating only on what would bring them closer to God. Whether 
male or female there was a degree of optimism and confidence -the 
way may be long and hard, but it was possible. 
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The new emphasis on humanity is apparent in theological writings 
of the time, but this humanity took various forms—a trust in human 
rationality, a use of loving, even domestic metaphors and an awareness 
of physicality that developed into the spiritual eroticism of the thir-
teenth and fourteenth centuries. The use of radonality and reason, of 
critical examination of beliefs and authority, the roots of scholasticism 
can be summed up by Abelard's Sic et non. There he maintains that 
respect for authority should not stand in the way of a search for truth. 
Even the Church fathers erred sometimes. Contradictions abound in 
Patristic writings, and only the Old and New Testaments should be 
exempt from the critical eye of the seeker of truth. However, perhaps 
the earliest and the most extreme form of this rationality is to be found 
in the writings of Anselm of Canterbury, in particular the Proslogion, 
and of particular interest here, Cur Deus Homo. In both works Anselm 
relies on reason rather than belief to prove his point. However much 
the present day reader may question some of his assumptions and sec-
circularity in his arguments, they are dazzling displays of a particular 
form of logic. 
Cur Deus homo displays the general optimism of the period. In the 
preface Anslem states that 'everyone should enjoy happy immortality 
that is in both soul and body.'41 This assertion is hammered home, time 
and again. In chapter II of book II he says it is easy to prove that man 
was not made to die, since God's wisdom and justice would not permit 
man to die if he had no fault, since he had made him holy and intended 
him to enjoy eternal bliss: if man had not sinned he would not die.42 
Anselm subscribes to the belief that man was created to fill the ranks of 
heavenly beings, but not simply to replace the fallen angels—although 
he must do so—but was intended from the first to take his place in 
heaven, even if no angel had succumbed to sin. 'Human nature was 
either made to consummate this perfection [the number of heavenly 
beings] or it was superfluous, which is something we dare not say of 
the smallest reptile.'43 Anselm's point is that man was made to be good 
and happy—he was made for heaven and that is his natural state. Man 
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fell into sin through his own fault, his refusal to render God his due, the 
love and obedience that should have been freely given. Because of this 
he is not only subject to death, but unable to repay God for the wrong 
done to him, since he is no longer capable of refraining from sin, and 
only one without sin could repay that debt. Anselm's God is both the 
just God who must punish sin, but also the merciful and loving God who 
will sacrifice himself, not only for his creation, but in order to see his 
plan of perfection brought to fulfilment without any taint of injustice.44 
Both the emphasis on humanity—and not only human reason—and 
the optimism of the time fill Cur Deus homo. Man was meant to be holy 
and happy, and by God's goodness he can once again achieve that state. 
Anselm characterises God as the ultimate rationality, far above that of 
human reason, nevertheless accessible and comprehensible to human 
reason. Man's rationality is that which makes him worthy of heaven, 
gives him his 'likeness' to God. His rationality, like that of the angels, 
makes him capable of truly loving God. This emphasis on rationality 
finds expression in Anselm's insistence on the rightness and fitness of 
things: the order of all creation is in accordance with the rationality 
of God, and an offence against this order is an offence against God, 
though not touching his intrinsic honour. It is for this reason that man 
cannot be simply forgiven, but must make reparation. To do otherwise 
would be to impinge on the order of creation by relegating justice. 
Anselm argues the symmetry of the fall and the atonement is the only 
fitting way to hold the order of things.4'' Brown argues for the aesthet-
ics of Cur Deus homo, but in my opinion, while this article raises several 
interesting points, the emphasis on beauty rather than the fitness and 
rightness of God's plan does not do justice to Anselm's intention. God's 
plan is beautiful only because it is right, fitting and in accordance with 
rationality, making it susceptible to human understanding. 
The rationality of such theologians as Anselm and Abelard can be 
contrasted to the emotive and affective language of others, in particular 
Cistercians. This is not to deny that the 'rationalist' theologians did not 
44
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speak of the tenderness and loving kindness of God, but in general 
the Cistercians placed more emphasis on knowing through faith, rather 
than the intellectual confirmation sought by such as Anselm. In 1141 
Abelard invited Bernard of Clairvaux to a discussion of points that 
Bernard felt were less than orthodox. Bernard refused at first, on the 
grounds that matters of faith should not be the subject of debate.41' The 
afièctive component can be seen in the use of metaphor. Some images 
were culled from the Bible, such as that of a mother hen protecting 
her chicks with her wings, an image also evoked by Anselm, or the 
breasts of the bridegroom in the Song of Songs. It was particularly the 
Cistercian writers who used images of the female, of giving birth or 
more commonly nurturing, laying at the breast. This has been brought 
into connection with the early Christian rite of giving a cup of milk 
and honey at baptism and with the physiological belief that milk, like 
semen, was derived from blood.47 Engelbrecht points out that the early 
orthodox Christian usage of breasts imagery was 'never... androgyny 
but an analogy that explained God's character.'48 It is in this light that 
we must regard the eleventh and twelfth century usage. These images 
were applied to both Christ and to ecclesiastics, abbots and bishops, 
but also to the individual Christian who crept into the side of Christ 
by his wound, there to find protection and nurture. This can be seen 
as a direct reference to the Eucharist and the role played by the sacra-
ment. Such images are occasionally to be found in the Bible or patristic 
writings, but the proliferation of the use of these 'female' metaphors 
in the late eleventh and twelfth centuries is remarkable. Perhaps even 
more remarkable is that such metaphors were so frequently used by 
male writers, and while later female writers, notably Julian of Norwich, 
expand on the theme of Christ as mother, the female writers of this 
earlier period seem to have been more reticent on the subject than 
their male counterparts. Bynum points out that:40 
All twelfth century Cistercian writers use maternal imagery to add some-
thing to authority figures qua rulers or fathers, and the something added 
* The planned debate did not, in fact, take place. Abelard did not attend, think-
ing, rightly or wrongly that it would be an opportunity to condemn him. In fact the 
gathering at Sens, did condemn Abelard's works. 
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is always nurturing, afiectivity, and accessibility. Thus the specific context 
in which maternal imagery appears suggests not only that these authors 
saw God and prelates as rulers but also that they felt that rule needed to 
be softened or complemented by something else. These authors appear 
to have supplemented their image of authority with that for which the 
maternal stood: emotion and nurture. 
Anselm wrote of Christ and Paul 'Fathers you are then by result, moth-
ers by affection; fathers by authority, mothers by kindness; fathers by 
protection, mothers by compassion.'50 Bernard of Clairvaux admonished 
prelates to correct as a father would, but show afièction like a mother,3 ' 
and yEldred of Rivaulx is reported to have died telling his monks that 
he had loved them as a mother did her sons. 
There is a strong tendency to temper authority with gentleness 
and affection. The proliferation of breast imagery has also to do with 
the teaching function of abbots and bishops, with the nurture of the 
Christian soul with spiritual food, even comparing this sort of teach-
ing of the young monk with the milk given to infants, before they can 
digest the meat of Christ's love and teaching. Bynum remarks that this 
attribution of motherhood to abbots and bishops was a sign of their 
uneasiness with their own authority.02 This, I think, is to over simplify. 
Uneasiness over their own authority and administrative functions may 
well have expressed itself this way, but the shift from the authoritarian 
aspect of such posts to a caring and nurturing function is symptomatic 
of a change in attitude, not only towards their own responsibilities, but 
towards God. Man's essential unworthiness, the justice and authority of 
God give way to a gentler and more loving vision of Christ. This gives 
a picture of a far more accessible God than that of the earlier periods. 
Justice, as in Cur Deus homo, is tempered with mercy. Man's flaw is not 
inherent, but a stain that a loving teacher can polish away and bring 
man to his original perfection. Maternal imagery, especially that of 
Christ as mother, sheltering the soul in his wounded side, offering his 
breast for the nourishment of the struggling Christian, even on occa-
sion being described as suffering the pangs of birth to renew the soul 
and redeem it, supplements older imagery of a stern, but benevolent 
i0
 Matres fovmda, patres vos compiendo exhibeatis. PL 183: 885B. 
51
 Patres tgitur estis per effictum, matres per affictum; patres per auctontatem, matres per beragni-
tatem; patres per tuitionem, matres per miserationem. PL 158: 982A. 
7,1
 Carol Walker Bynum, Fragmentation and redemption; essays on gender and the human body 
in medieval religion. (New York, 1992). 
KNOWING THE ENEMY, THE BATTLE WITHIN 3 0 7 
ruler. This imagery does not entirely disappear, not even in connection 
with Christ—in the twelfth century depictions in both miniatures and 
churches of the last judgement increased greatly. Nevertheless the use 
of maternal imagery suggests that God was regarded as more personal, 
more approachable, more human. The emphasis on the loving mother 
as well as the stern father shows, too, the increased optimism. No 
longer is man the weak vassal who betrays his lord and is banished in 
consequence, but the erring child who can be forgiven and restored to 
his place. This may well have been a reaction to the pessimism found 
a century or so earlier. Nevertheless the demands of justice had to be 
satisfied and this may account for the growth of the doctrine of purga-
tory. Elements of this were present even before Augustine, but the idea 
of a period of atonement and reparation immediately following physical 
death found more and more favour, although it did not become official 
doctrine until 1274. There is new emphasis on Christ the Redeemer of 
man, rather than the Creator of man. Man's debt is less that he owes 
his existence to God than that he owes his salvation to Him. 
1.4 Sensual Images, the Good Mother and Sexuality 
The use of the feminine, indeed specifically maternal, metaphors in 
this period is complex. Such verbal images are not entirely new; it is 
their proliferation that lends importance to them. Such a proliferation 
indicates that they were acceptable, and more than that, they expressed 
deeply and widely-held feelings. It would be a mistake to confuse 
the issue by inferring that femaleness was more highly regarded in 
actuality.53 
... we have only to remember the deterioration of the political and legal 
status of women in the later Middle Ages and the continuing misogynist 
reactions to have hesitations about relating increasingly positive and even 
sentimentalised feminine images direcdy to a positive role for, or influence 
of, women in society... 
There is litde evidence that the popularity of feminine and maternal 
imagery in the high Middle Ages reflects an increased respect for actual 
women by men. 
While Bynum's assessment can be held as valid in the main, it must be 
related to the relatively large number of women who exercised a good 
Bynum, Jesus as mother; studies in the spintuahty of the Middle Ages. 
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deal of influence during this period. She sees this influence as a reac-
tion to and criticism of ecclesiastical and spiritual authority, whereby 
the weakness, humility and gentleness of women provide a refuge and 
comfort for men, and their occasional inversion of gender roles and 
examination of their masculine role, 'a retreat from the world into inner, 
often mystical repose.'54 However it cannot be said that all these women 
who exercised power and enjoyed prestige conformed to an ideal of 
virginity or even that of a caring and nurturing mother. Heloise may 
have overlaid her reputation as a learned but passionate woman with 
her image as the pious and caring mother superior of the Paraclete, 
but her first letter to Abelard gives voice to her feelings and sexual 
frustradons. Eleanor of Aquitaine was notorious for her behaviour, 
especially while on the second crusade. Even that staunch supporter 
of Gregory VII, Matilda of Tuscany, was accused of unseemly vio-
lence, unwomanly behaviour and an illicit relationship with Gregory." 
Other women, less well known now, wielded considerable power gained 
through the blatant use of their sexual favours. The mistress of Henry I 
of England, Nest ap Tewdwr, not only took two husbands and the 
king as a lover, but several others as well, bearing her eleven or twelve 
children to at least five difierent men. Nor were her liaisons sequential. 
Nevertheless she seems to have sufiered no loss of presuge, at least at 
the worldly court.56 This is not to maintain that women's power was 
accepted as 'normal', or the use of female sexuality was regarded with 
favour in general. Perhaps it would be truer to say that the positive 
aspects associated with femaleness derived a greater emphasis from the 
increased interest in Christ's humanity and the more optimistic attitude 
to mankind: this found a niche in the use of more physical language 
and metaphors. These factors provided a background against which 
occasionally a woman could flout convention, and the increased respect 
for both the married state and motherhood supplied a language that 
dealt in terms of physical happiness and comfort. 
Maternal imagery was obviously very physical, with a particular 
emphasis on breasts and the nurturing quality, and motherhood seems 
to have been regarded somewhat more positively, various writers 
54
 Bynum, Fragmentation and redemption; essays on gender and the human body in medieval 
religion. 
55
 Rosalind Jaeger Reynolds, "Reading Matilda: The Self-Fashioning of a Duchess," 
Essays in Medieval Studies 19 (2003). 
36
 Gwenn Meredith, "Henry I's Concubines," Essays in Medieval Studies 19 (2003). 
KNOWING THE ENEMY, THE BATTLE WITHIN 309 
emphasising the beneficent influence of the mother either in their own 
life or the life of the saint whose hagiographer they were. Indeed this 
nurturing can be seen as a prime quality of femaleness, the role of the 
woman as a good mother, not only in fact, but symbolically. Gold righdy 
points out that chanson de geste and romance were, in their heyday 
of the second half of the twelfth century, contemporaneous.57 However, 
the oldest chansons de geste appear about half a century earlier than 
the first romances and are of the period now under discussion. In her 
analysis of chansons de geste she found that the function of women in 
the epics is to provide nourishment and good advice. This seems to be 
particularly true of the early works: the woman, wife or mother, literally 
feeds her man, but metaphorically nourishes him with exhortations to 
follow the right and honourable course of action. The use of the word 
'nom' seems to be equivalent to bringing up a child.58 Looked at in 
this sense, the metaphor of the nurturing mother used for abbots and 
bishops, as well as for Christ, can be seen as appropriate— nurturing 
through advice and doctrine in order to lead the soul to its maturity. 
Marriage, too, came to be regarded as a sacrament, and the number 
of religieux who had been married increased. Many of the orders, 
especially the new ones, refused oblates and would only take adults; 
frequently these conversi had been married and had raised families.19 
.. .the apostle [Paul], writing to the Corinthians says, "Due of fornication 
let each man have his own wife and each woman her own husband." 
It is for this reason that the married have a mutual debt to each other 
and cannot deny each other. So the apostle says, "Do not defraud one 
another unless perhaps by consent temporally in order to help you give 
yourself to prayer, but return to it again lest Satan tempt you. This I say 
to you on account of your incontinence." Therefore, given that they arc 
57
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told to return to the natural use due to incontinence, clearly they arc not 
commanded to join solely for the procreation of children. Yet marriage is 
not on that account to be adjudged evil, for what is done outside of the 
intention of generation is not an evil of marriage, but is forgivable on 
account of the good of marriage which is threefold: Fidelity, Ofispring 
and Sacrament. 
Marriage and parenthood did not exclude a religious life, but could be 
regarded as steps on the way to striving for perfection. Virginity was 
still the ideal, both of mind and spirit, and a life devoted to God was 
still regarded as a higher form than marriage, but as marriage was an 
institution ordained by God, it was good and right. If, after a period 
of physical love, a man or woman felt the need to grow to love of God 
alone, and enter a religious order or live as an anchorite, this was con-
sidered right and fitting.60 It is worth noting that it is in this period that 
the metaphor of 'mother' for the Church elided into that of wife.61 
Marriage and motherhood may have been considered right for many 
women, but spiritual and physical virginity -especially in the case of 
young women —was to be preferred if possible. Girls were warned of 
the horrors of marriage and pregnancy, of the physical and mental 
demands made by husbands, the loss of beauty in pregnancy and the 
pain of childbirth. Abelard, speaking as Heloise, details the practical 
objections to marriage for a man, or at least a man of letters- -the 
noise, untidiness, the lack of 'concord between scholars and domestics, 
between authors and cradles, between books or tablets and distafis, 
between the stylus or the pen and the spindle.'62 For many women, 
too, the life of a religieuse would have been preferable to marriage, 
not simply to escape the dangers of childbearing or the demands of a 
husband, but simply for the peace and security of a well-regulated life. 
Indeed, this may have been the attraction for widows and wives who 
had born children to their spouse. For many of these the vocabulary 
of the physical, indeed the sensual, gave a metaphor for their feelings 
towards God. Even so it is perhaps not very surprising that the most 
frequent users in this period of the maternal metaphor were cloistered 
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men, and men who had entered a cloister in early manhood, without 
having experienced marriage, parenthood or perhaps even sex. Women 
writers were rather less ready to take part in this idealisation of mother-
hood: their form of sensual metaphor was more inclined to Christ as 
the bridegroom, although this only developed more fully in the late 
twelfth and thirteenth centuries. 
Physicality became a means of expression of friendship and love, and 
not only sexual love. There has been much discussion as to whether 
certain writers of the period, notably ^Eldred of Rivaulx, were practis-
ing homosexuals. The point at issue is not whether an individual was a 
practising homosexual or had homosexual tendencies, or even if there 
were, as would seem inevitable, some homosexual monks, but that the 
language used was considered acceptable, and more than acceptable, 
eloquent and fitting. This being the case we must then see that sensual 
language was not instandy connected with sex or sexuality. Whatever 
the attitude to marriage, homosexuality was always under the strict-
est of taboos from the Church." We cannot, then, regard vEldrcd's 
Speculum chantas as the work a homosexual mourning for his dead lover. 
Considering the attitudes towards homosexuality when he speaks of 
Simon being 'torn from my embrace, snatched from my kisses, hid-
den from my eyes'64 we must not take such words out of context and 
immediately assign a present-day interpretation to them. Speculum chantas 
is an exposition of friendship and love, not just that between ^Eldred 
and Simon, but others such as David and Jonathan, and goes on to the 
greatest love and friendship of all, that which makes the redemption 
possible.0'' Whatever the relationship between ^TMred and Simon, the 
sensual language serves as a metaphor for love between brothers in 
Christ and a reflection of Christ's love for mankind. It is in this sense 
that we must look at the female and maternal imagery, the pictures of 
loving and caring, also amongst men. Such imagery used the female, 
and more particularly the mother as a symbol, in this case a symbol 
with positive and admirable characterisdcs, not only the nurturing, pro-
tcctive aspect but also the willingness of the mother to suffer the pangs 
m
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of birth and even give up her life for her child, as Christ gave birth to 
the Church and laid down his life for his 'children.' Another element 
can be added, that of humility, weakness and obedience. These were 
the human characteristics that enable God to take the form of man 
and to effect the redemption. Among others, Anselm stresses Christ's 
freely given obedience and humility in taking on human form. Such 
characteristics were seen as being suitable, even essential, for women, 
and those (men) who would follow God must make such female charac-
teristics a part of themselves. Such afifective and everyday metaphors are 
surely linked to what was to become what Chenu calls the 'désacralisa-
tion de la nature'.66 This had its effects in many fields, and in that of 
art in an increased naturalism and use of animals and foliage. Writers 
such as Bernard of Clairvaux used sensory imagery to describe the 
soul's relation to God, emphasising the importance of (spiritual) taste 
and touch.67 The senses were perhaps considered less dangerous than 
a century earlier, in the sense that the asceticism that marked them as 
extremely untrustworthy seems to have been abandoned. Pleasure was 
taken in the sights and sounds of nature, as evidence of God's bounty, 
power and plan. Man's work, too, was also a fit subject for the senses. 
Suger described his rebuilding of St. Denis as not only to honour God, 
but to help the beholder to raise his thoughts to God.68 However, it 
must be remembered that while Chenu righdy points to such works as 
the Autun Eve, the naturalistic capitals and so forth, there was another 
side to this—the sensual elements of femaleness and the transformation 
of nature into the unnatural. 
Homosexuality was regarded as a mortal sin, but any deviation from 
straightforward sex or any attempt to increase pleasure, even between 
married couples, was regarded as sinful.69 The physical may have been 
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acceptable, but sensuality, the pleasure derived from the body, was sus-
pect: if it was connected with sexuality, not only any sexual encounter 
that could be regarded as pleasurable, but thoughts of sex and the 
pleasure brought by looking on another in any way other than in the 
love of Christ, it was abhorrent. However, there was hope even for 
the sinner. While ^Eldred of Rivaulx regretted the loss of his virginity 
and 'intervening vices' he asked his virgin sister not to resent it if he 
was regarded as her equal before God because 'changed habits and 
virtues supplanting vices may obliterate the disgrace of an old lifestyle.'70 
jEldred certainly had the reputation of being easygoing, but he was not 
alone in this, since Heloise was also regarded as a model of a pious 
nun, after her entry into a cloister. None of this means that sexuality 
was more acceptable than a century earlier. It is symptomatic of the 
increased optimism: sexuality was a sin, something to be avoided and 
controlled as much as possible, but it was not unforgivable. Christ can 
and will forgive the truly penitent all things— all penitent Christians, that 
is, the fallen angels were excluded from all redemption. Much may be 
forgiven, but it was far better to resist every form of sexual behaviour. 
The Vita of Christina of Markyate includes a scene in which Christina's 
parents bring her before the bishop in order that he might exert his 
authority to make her consummate her marriage.71 He points out that 
marriage is a sacrament, and that Christina owed obedience to both 
her parents and her husband, she should not think only virgins are 
saved: many virgins perish and many mothers of families are saved.72 
Christina replies that she has vowed from childhood to remain a virgin, 
but if many virgins perish, certainly so do many married women, and 
if many mothers of families are saved it is then easier to save virgins.73 
Her hagiographer warns not even Christina, described as the bride and 
daughter of Christ, could be certain that she would never be tempted by 
sexuality.^ Like so many virgin saints her virginity was put to the test. 
Inflamed by her beauty Bishop Ralph tried to rape her: her husband, 
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aided by friends and Christina's parents, sought to consummate their 
marriage. More than this, Christina herself, according to her biographer, 
was subject to sexual desires. She, of course, unlike the object of her 
desire, was able to withstand the temptation.75 
... though she herself was struggling with this wretched passion, she wisely 
pretended she was untouched by it. Whence he sometimes said that she 
was more like a man than a woman, though she, with her more masculine 
qualities, might more justifiably have called him a woman. 
Would you like to know how manfully she behaved in so imminent 
a danger? she violently resisted the desires of her flesh, lest her own 
members should become the agents of wickedness against her. Long 
fastings, little food... nights spent without sleep, harsh scourgings. And 
what was more effective than all these... trials which tore and tamed her 
lascivious body. She called upon God without ceasing not to allow her, 
who had taken a vow of virginity and had refused the marriage bed, to 
perish forever. 
Even the conversion and repentance of the man she desired did not 
relieve her of her sexual frustration and longings. Finally she is cured 
of her desire by Christ taking the form of a child who 'came to the 
arms of his sorely tried spouse and remained with her a whole day, not 
only being felt but also being seen.'76 This episode is symptomatic of 
the view of Christ as loving and forgiving, with an interesting reversal 
of roles—the comforting and guiding Christ takes on the form of a 
litde child and nesdes in the anchorite's arms. Nevertheless Christina 
maintains her virginity and tames her desires. Such works as the Vita 
demonstrate that even if there was more acceptance of physicality, if 
sexual pleasures might be forgiven, virginity, physical as well as spiritual, 
was the great good. 
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In her determination not to give way to sexual passion Christina 
is described as being manlike, not only by her would-be lover, but by 
the hagiographer, while the lover is described as effeminate due to his 
abandonment to passion. The actual roles of male and female in the 
Vita are a reversal of the characteristics of gender attributed to them. 
The use of this reversal makes clear that however positive certain 
attributes of 'femaleness' were regarded, sexuality, weakness and the 
inability to resist temptation were associated with the female. The use of 
feminine and maternal metaphors or the greater degree of physicaiity 
in language does not mitigate the attitude towards sexuality, nor its use 
of the female as a symbol of both the body and lack of restraint. 
2. Tfu: Basic Type of the Fall 
In the world of the late eleventh and early twelfth centuries, in spite 
of its optimism, there was a good deal of perceived uncertainty, the 
violence of unemployed fighting men, quarrels between lay and eccle-
siastical leaders and schisms within the Church itself. These were issues 
that affected all parts of north-western Europe, as did the various ways 
of seeking God and salvation. From the mid-eleventh century there is 
another hiatus before we find miniatures of the fall. The earliest of 
these date from the very late eleventh or early twelfth century. From 
this point, there is a fairly continuous stream of miniatures dealing with 
the fall and the basically sinful nature of man. Most of these can be 
divided into two types, those that deal with the fall as such, and those 
that show the creation of Eve, either as typifying the sixth day of Cre-
adon or as the starüng point for Heilsgeschichte. The manuscripts of 
the late eleventh and early twelfth centuries are considerably scarcer 
than those of the latter half of the twelfth century, but still, if wc take 
into account the creation of Eve, at least twice as numerous as those 
of the earlier periods. The inclusion of the creation of Eve, without 
further references to the fall, may seem to fall outside the scope of 
this study, but the aim is to look at changes in attitude as expressed 
in the miniatures, and this is an element that is direcdy linked to the 
closer association between human frailty, sin and femaleness noted in 
the previous chapter, so this episode cannot be excluded. There are 
other manuscripts that depict only the expulsion or other events after 
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the fall. There is also a curious miniature that makes allusion to the 
fall, without actually showing it.77 
The late eleventh and early twelfth centuries take up the theme of 
the historiated initial, first seen in this respect in the Odbert Psalter. 
Indeed the historiated initial can be seen as the most common vehicle 
for scenes of the fall in this period. These are usually the I of In prin-
dpio, but occasionally other initials are used. Most of these initials are 
highly decorated and often require careful examination to disentangle 
the various scenes which they enclose '—the human figure... driven 
underground as it were,.. . had taken refuge in the thicket of ornamen-
tal growth of initials.'78 In particular the In principio initials sometimes 
show scenes outside Genesis 1-3 and obviously their relationship with 
fall and creation of Eve scenes must be a matter for consideration. Of 
the eight manuscripts dating from this period and containing the fall, 
as such, seven have the scene in initials, Valenciennes Bibliothèque 
Municipale Ms. 9, f. Iv, Paris, Bibliothèque Nationale Ms. 10, f. 3v, 
Dijon, Bibliothèque Municipale, Ms. 2, f. 246r, Douai, Bibliothèque 
Municipale, Ms. 1 vol. 1, f. 7r, Beaune, Bibliothèque Muncipale Ms. 1, 
f. 54v, Munich Staatsbibliothek, Clm 14061, and London, British 
Library, Ms. Add. 14788 f. 6v. The eighth manuscript is the St. Albans 
Psalter, Hildesheim, St. Godehard Treasury, Ms. 1, p. 17. In addition 
to these, three manuscripts have scenes of the creation of Eve, without 
showing the actual temptation and fall, Michaelbeuern Stiftsbibliothek 
Cod. Perg. 1, f. 6r, Vienna, Österreichische Nationalbibliothek, Ms. 
Ser. n. 2701, f. 3v, and London, British Library, Ms. Harley 2803, 
f. 6v. Of these the London manuscript scene is an initial. There are 
several other manuscripts whose dating is simply twelfth century, but 
in the case of detailed analysis I will confine myself to those that can 
be relatively accurately dated. Nevertheless the iconography of the 
other manuscripts will be born in mind when considering the period 
as a whole. The geographic spread of the manuscripts is quite broad, 
including France, Germany, England and the Low Countries.79 Notable 
is the fact that only one manuscript comes from England, while there 
are four from Germany. It is immediately obvious that this gives a very 
'
7
 Paris, École Nationale Supérieure des Beaux-Arts, Ms 12 (single leaf). 
™ Otto Pacht, The rue of pictorial narrative m twelfih century England (Oxford, 1%2). 
''' For these purposes I am including present-day Austna in the geographic area 
'Germany.' 
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difièrent picture to a century earlier, with a predominance of English, 
or English influenced manuscripts and dearth of German ones. 
2.1 The Construction and Interpretation of the Banc Type 
The basic type consists of two episodes, the creation of Eve and the 
fall. The four miniatures showing the creation of Eve, while basically 
very similar, have variations: the basic type shows the cross-nimbcd 
and bearded Logos on the left and a bearded Adam, sitting rather 
than reclining, on the right. He supports his head with his left hand 
and grips his left elbow with his right hand. His eyes are closed and 
his face turned from the creation scene. Eve rises from Adam side at 
the command of the Logos and her attention is all for her Creator. 
The Logos holds Eve's arm or wrist to draw her out of Adam's side. 
In the fall itself, Adam stands on the right, young and beardless. He 
brings a fruit to his mouth with his right hand and stretches out his 
left to receive a fruit from Eve. She is on the left and her sex is clearly 
denoted by her breasts. With her left hand she takes a fruit from the 
mouth of the serpent, and with her right hands another to Adam. 
They stand on either side of a symmetrical tree around which twines 
the serpent, a fruit held in its mouth. 
Although only one manuscript, BL Ms. Add. 14788, contains both 
scenes, the importance of the creation of Eve demands that it be con-
sidered with that of the fall itself. In all of the manuscripts in which it 
appears it is part of a creation cycle. The creation of Eve represents the 
work of the sixth day, the creation of man. While it might be argued 
that these single scenes, often pressed into the limited space afforded by 
an initial, since they show both Adam and Eve, are a conflation of the 
creation of both male and female, this still shows a distinct departure 
from the emphasis shown in earlier periods. The Carolingian manu-
scripts depicted the creation of Adam, the drawing of the rib and the 
presentation of Eve to Adam. The Old English Hexateuch shows the 
creation of both Adam and Eve, and it is extremely likely that the Junius 
manuscript did as well. Adam's primacy was clear, as was the forming 
role of the Logos. Even if we take into consideration the constraints 
of space and conflation, there is a clear change of emphasis. The fact 
that Eve represents the work of the sixth day implies that she represents 
man, or at least that part of man that could be considered human. 
It must be noted that, while the creation of Eve is generally used to 
represent the work of the sixth day, this is not invariably the case. In 
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the Goderannus or Lobbes Bible of 1084, the sixth day is represented 
by the Logos shaping Adam, while the animals look on.80 This can be 
regarded as an exception. 
The Logos is no longer the shaper, the artisan who creates man from 
clay and woman from a bone, but a mighty power at whose word a 
part of man is separated from the rest. That this is the female element 
is not in any doubt; her breasts and Adam's beard make this distinction 
clear. At this point it would be rash to read too much into this change. 
The new iconography can only tell us that man was seen as having a 
part of himself that could be removed, and that was both alike and 
unlike the part remaining. This part can be interpreted as the human 
part, since it represents the creation of man. An obvious connection 
can be made to the idea that the female represents the body and the 
male the soul or intellect, a common enough topos in both earlier and 
contemporary writing. This would agree with the idea that man's soul 
was created before his body, and the bodies created in the order male, 
then female. At this point we cannot attach any negative interpretation 
to Eve, only note that the female is something intrinsic in man and can 
be removed. It is only when we view the creation of Eve in conjunction 
with the fall that we can see a negative interpretation. 
In the fall basic type we find an order of sin, rather than a hierarchy. 
Unlike the creation of Eve, where Adam's masculinity is emphasised by 
his beard, the Adam of the fall is depicted as a beardless youth, implying 
a degree of innocence. Eve, on the other hand, is not the androgynous 
creature of Carolingian times, but a woman, albeit a young one. Her 
breasts denote not only distinction from Adam, but also her gender. 
However, she is not sexually provocative or deliberately alluring, unlike 
the Eve of the Hexateuch or the Hildesheim doors. There are indica-
tions in three of the manuscripts that Eve is linked with sexuality and 
sin, but the way in which this is done difièrs in each of the miniatures 
and will be dealt with when discussing the individual manuscripts. In 
the basic type Eve is the channel through which the fall of Adam is 
brought about. The fruit passes from the serpent to her and from her 
to Adam. Eve herself does not eat. That final responsibility is Adam's. 
He takes the fruit and eats, making it part of himself. To give a moral 
interpretation of the two scenes we can say that sin gains access to man 
through that 'other' part of himself, a part that is removable. 
Tournai, Bibliothèque du Séminaire, Ms. 1, f. 6ν. 
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There is less emphasis on sexuality than on gender. Neither Adam 
nor Eve is shown as sexually aware: the scenes are not conflated with 
covering the genitals, and Eve is not posed seductively. She represents 
human weakness, and while there are indications that this weakness 
could be, or could be connected to, sexuality, in the 1100 basic type this 
is not a conscious sexuality. The offering by the woman and receiving 
by the man are simple acts, with no element of compulsion, trickery 
or even persuasion. In this sense there is no indication that Adam is 
acting against his better judgement or is any way reluctant to eat the 
fruit. His hand reaches for what is offered without doubt, question or 
hesitation. If we can assume that Eve was acknowledged to represent 
the body and the senses and Adam the soul and intellect, we can see 
this willingness as a warning against trusting the senses. The fact that 
that part of man can be removed gives an indication of the feeling that 
not only are such impressions gained by the senses untrustworthy, but 
that reliance on them must be avoided. The young, beardless Adam 
accepting the fruit from Eve can be interpreted as the soul compromising 
its innocence and purity by accepting without question the impressions 
of the senses. 
The fact that the scenes, particularly the creation of Eve, are shown 
as part of a creation cycle brings a new element into the equation. In 
fact, it is probably better here to distinguish between the two scenes. 
The fall is shown in relation to creation only once, but brought into 
relation with other scenes. These are diverse and best discussed when 
dealing with the individual manuscripts. However, we can regard the 
creation of Eve within a creation cycle as a sort of sub-division of the 
basic type. Unlike the Carolingian miniatures, the five earlier days are 
shown, reflecting God's relationship with the world, rather than just 
man. However, the relationship between man and God is less intimate 
than in earlier works. Man is now just one of the parts that go to 
make the world. Man's relationship with God is shown as no closer 
than that between God and the heavens or the birds, scarcely even a 
crown on His work. The scene of the animals watching the creation 
of Eve in two of the manuscripts puts man within a context of the 
whole of creation. The Logos of the early twelfth century basic type 
is a different creature to the 'hands-on' God who formed a living man 
from the earth. This is a more remote and mightier God, who needs 
nothing but his word, to create a Logos indeed. He does not form 
Eve from Adam's rib, but calls her forth, either with a gesture, or a 
wave of Adam's rib. Even in the cases where he holds her wrist and 
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draws her from the side of the man, the viewer feels that the impulse 
comes from the word of command given with the gesture of his other 
hand. This God is already remote from his creation. 
There is clearly a narrative element in these cycles. The days of 
creaüon are shown as given in Genesis I, with the exception of the cre-
ation of Eve that takes chapter 2 as its source. The earlier Anglo-Saxon 
manuscripts put the creation of mankind into a creation cycle with a 
clear narrative thread, but these later works relegate its importance. The 
Carolingians ignored the first five days and the Anglo-Saxons gave more 
detail and space to the episodes of man's genesis, as indeed it receives 
more space in the Bible story. It is true that this equal emphasis gives 
a degree of order and symmetry, and the dictates of historiated initials 
limit space, but this does not explain why such a method was chosen for 
depicting the scene. Historiated initials had become popular and thus 
an element of fashion must be admitted, but this reduction of man to 
the ranks of creation shows a shift in mentality. This was probably not 
an awareness of the rest of creation as man's equal, but more likely an 
idea of man's place within an initially perfect creation. However, the 
special relationship between man and Logos is lacking; even where the 
Logos holds Eve's wrist it is a far cry from the easy intimacy shown in 
the Carolingian miniatures or even the loving concern of the Anglo-
Saxon Logos. This brings us back to why Eve was chosen to represent 
the creation of man. Why choose what was derivative, secondary and 
therefore weak? We are shown the weakness inherent in man's nature 
before the fall, but unlike the fatalism shown in the miniatures a century 
or so earlier, there is a degree of optimism: the flawed and weak part 
of man can be removed. The fatal flaw that leads to man's downfall 
might have been inevitable for the first parents, but for the pious and 
devoted reader of 1100 it could be conquered and driven out. 
2.2 The Basic Type in Context 
The basic type of the period can in some ways be seen as typical of its 
context in that it shows various complex and contradictory aspects. It 
cannot be regarded as a straightforward reflection of the situation, or 
situations. In relation to the geographical spread of the manuscripts it is 
interesting to note that the number of English manuscripts decreases in 
a relatively settled period after the Norman invasion, while the number 
of German works increases Germany being the land most afiected 
by the conflicting loyalties of the investiture contest. This suggests that 
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political and social uncertainty again played some role, in both ques-
doning what man, as a moral being, should do, and in propagating the 
answers to such questions. 
In general it can be said that the basic type shares the optimism of 
the period and the written sources. If the beardless Adam in the scene 
of the fall can be regarded as signifying innocence, then the bearded 
Adam of the creation of Eve can be seen as symbolic of the origi-
nal perfection of man—at least once the 'human' female element is 
removed. People were thought to have 'perfect' bodies at the resurrec-
tion, all parts whole and healthy. Such a body would be at the peak of 
maturity at about thirty,81 and Adam's maturity, expressed by his beard, 
can be seen then as both physical and spiritual the perfect human, as 
intended by God. Eve's maturity, as displayed by her breasts, can also 
have a positive significance. Textual sources liken Eve to the Church, 
the one rising from the side of the sleeping and powerless Adam, the 
other emerging from the side of Christ at the moment he gave up both 
life and power. To my knowledge this theme has never received an 
unambiguous visual expression and it would be too much to state that 
in the creation of Eve scene this is a primary concern, but it is possible 
that elements may have suggested this to the educated reader. A hint 
that this might be the case is to be found on f. 24r of the Psalter of 
Henry of Blois. This shows in the upper of two registers the harrowing 
of hell in which Eve holds with both hands the crux hastata brandished 
by Christ. The expressions of physicality that are so typical of the 
written works of this period are reflected in the sexual characteristics 
of breasts and beard of the basic type. The overt seductiveness of 
the early eleventh century gives way to a less direct expression of the 
dangers of sexuality. This is in many ways in keeping with the general 
context: sexuality was a danger, but it was often seen as a test of the 
committed. In this sense Adam may have said to have failed such a test. 
Certainly in this period, while women were still regarded as the symbol 
of weakness and physical pleasure, even a danger, there is slightly more 
emphasis on the man's need to withstand temptation, rather than the 
woman's seductiveness, deliberate or not. 
Perhaps the greatest seeming discrepancy between the basic type and 
the writings so typical of the context is the attitude towards God. The 
" Carol Walker Bynum, The resurrection of the body in western Christianity 200 1336 
(New York, 1995) 
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Logos of the basic type is remoter and less approachable than in previ-
ous periods, while the whole tenor of the written works is on the loving, 
caring nurturing Christ. It would seem that the mighty Logos of the 
basic type has litde to do with the approachable God whose humanity 
is stressed. This may seem to be more of a contradiction than in fact 
it was. The tide of Anselm's work, Cur Deus homo, says a great deal. 
The God of creation is the mighty and just God to whom all is owed 
in love, praise and commitment. This is the God who is omnipotent, 
omniscient and whose nature as a divinity precludes any impotence or 
injustice. This God is perfection. The God the texts speak of in such 
loving terms is the God who took the form of humanity, with its fallibil-
ity. Only by being man, and therefore capable of fallibility, can Christ's 
true reparation on behalf of man be made. As Anselm stresses, only 
a man could pay man's debt; by making himself susceptible to man's 
weakness and fallibility, by conquering that tendency, Christ rendered 
to himself, in his divine nature, what was his due. The God of the 
loving and maternal texts is the Saviour, the Redeemer. It is this God 
that we see is in the affective crucifixions that make an appeal to the 
sympathetic emotions of the viewer, inviting him or her to share the 
agony of Christ and to acknowledge the deep love that prompted such 
a sacrifice. The gratitude of the Christian is for his salvation, or the 
chance of salvation, rather than for his creation and existence. While it 
is beyond doubt that these affective crucifixion scenes express the idea 
of the loving, caring, approachable and human God, they do not give 
any visual evidence for the maternal God. The maternal imagery that 
is so prevalent in written sources does not seem to have found its way 
into the visual vocabulary of the time, either in relation to Christ or 
to bishops and abbots. This absence brings to the fore the hypothesis 
that visual sources can be a valuable complement to or modification 
of written texts. Visual literacy was more widespread than learned 
doctrines: the scenes and symbols used had to be, at least to a certain 
extent, familiar to the viewer. There does not seem to be any techni-
cal reason why Christ as mother should not be depicted. We can only 
assume that either the idea of Christ fulfilling the role of mother, when 
given visual expression, was considered inappropriate or that the idea 
of Christ as mother circulated among a small elite. These two factors 
are not mutually exclusive, but the one could be seen as the corollary of 
the other: Christ as mother could be considered unsuitable for a wider 
audience. In favour of the first factor there are two arguments. The first 
is that such subjects did seem to be regarded as unsuitable for depiction. 
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The popularity of images of the Virgin lactam dates from a much later 
period. There are one or two known examples from early Christian and 
Coptic art, but there seems to have been a hiatus in western art until 
the late twelfth or thirteenth century. Strangely enough the earliest of 
these would appear to be 'public art'. The earliest known to me is the 
flight into Egypt on the choir vault of the chapel of St. Julien, Petit 
Quevilly, which shows Mary seated on the donkey and suckling the 
infant Jesus. This may have been considered particularly suitable for 
the chapel intended for young female lepers founded in 1183. A wall 
painting in Notre-Dame de Pritz in Laval, showing Mary feeding the 
Christ Child probably dates from about 1200. The undeniably physi-
cal—and by implication sexual function of suckling would seem to 
have been reserved before this time for images of Eve suckling Cain. 
The second argument is that by making something visible it makes it 
concrete and valid, giving it the force of true existence. Depictions of 
Christ as mother could be seen as actual, rather than metaphorical, 
by an insufficiently schooled viewer. The absence of Christ as mother 
in manuscript art of the late eleventh and early twelfth century would 
seem to indicate that the metaphor was less widely used and acknowl-
edged than would be judged from texts alone. A further consideration 
is that when we look at the public art of this period there is less of the 
caring Christ than we would expect from purely textual evidence. The 
painting and sculptures in churches of the late eleventh and twelfth 
centuries still tend to depict Christ in majesty, often with the Evangelist 
symbols. Crucifixions of the period tend to be less affective than those 
in manuscripts; although the head is usually inclined it is still shows 
a 'living' Christ, if less triumphant than in ninth and tenth century 
works. There are one or two affective crucifixion scenes such as those 
of L'Isle-Bouchard and St. Gilles du Gard, but even much enamelwork 
such as the reliquary of St. Calmin at Mozac or the mid-twelfth century 
triptych in the Victoria and Albert museum show crucifixion scenes that 
cannot be considered affective. The affective crucifixion in 'public art' 
seems to have become more popular after 1160 or so. 
New subjects for public art developed in the twelfth century including 
scenes of the fall, found on a number of capitals, portals and tympana, 
particularly in France, and the extraordinary wall-painting at Hardham 
in Sussex and Saint Jean-la-Vigne. The other new subject of significance 
is that of the last judgement and, in the case of St. Benoît-sur-Loire, 
capitals showing scenes from Revelation. This would suggest that this 
more public view of God was one of sin and retribution, even though 
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coloured by the optimism of the joy of the blessed. That some influ-
ence of a kinder God was felt can be seen in the numerous scenes from 
Christ's life, and the statues of Mary holding the Christ Child. In this 
last case it must be pointed out that these most usually take the form 
of a sedes sapientiae, with no particularly childlike characteristics or even 
signs of maternal afiection. On the whole it can be said that at most 
the image of a kindly, human and approachable God was only just 
beginning to filter through. Certainly the ideas expressed in the texts 
find very litde following in the visual vocabulary of the time. Without 
an analysis of the circumstances of the use of the maternal metaphor 
in texts, and in particular the audience of such writings,82 how and to 
whom they were disseminated, we can draw no definite conclusion, 
but the hypothesis that it was confined to an elite, probably mostly 
Cistercian, must be considered feasible. In this respect the 'distant' 
omnipotent God seen in the basic type can be seen as more typical of 
the general background. There remains the question as to why the God 
of the basic type is more distant than in earlier manuscripts. A possible 
reason is that monasteries had to a large extent freed themselves from 
a feudal relationship by the commutation of services to cash payment. 
The close bond between lord and vassal was reduced to the more 
distant relationship between monarch and loyal subject. It is clear that 
the Church resented lay interference, while the emergent monarchies 
were busy trying to limit the powers of the feudal lords and consolidate 
their own authority. The fragmentation within a larger unity could be 
considered to be reflected in both the greater concern for creadon as 
a whole and the more distant relationship between God the Creator 
and man. It could also reflect a new independence, not just of the 
monasteries, but of the individual: salvation is no longer a gift from 
his Lord, but something for which the individual must personally strive 
towards. There is a sense not only of the responsibility for individual 
sins, but for the choice to fight against one's own sinful nature. 
"-' ShafiTern states that the readers of such texts 'were almost entirely other monks', 
but does not, in the cited article, advance any arguments for this conclusion. Sliaf-
fern, "Mater Et Magistral Gendered Images and Church Authority in the Thought 
of Pope Innocent III." 
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3. Speafic Manuscnpts 
Unlike the earlier periods when the paucity of material made possible 
a discussion of each manuscript, the number of relevant manuscripts, 
even those with relatively secure dating, is too great for all to be con-
sidered in detail. While the basic type gives a general picture, four 
manuscripts that deal with the subject in different ways give a more 
differentiated view that can highlight various points in treatment and 
context. The first of these is the St Albans Psalter, in which the fall is a 
full page miniature and provides a degree of continuity, being themati-
cally related to the earlier Anglo-Saxon manuscripts and at least two 
other manuscripts from this period while looking forward to certain 
German works. Moreover, the circumstances of the manuscript arc 
reasonably well documented and the presumed original owner, Christina 
of Markyate, is the subject of a contemporary biography. The second 
manuscript to be considered is the St. Bénigne Bible. This is also con-
nected to a psalter text, but here the scene of the fall is in an initial 
and has a specific relation to both the psalm and the other half of the 
initial. The third manuscript is BL Add. 14788 which represents the 
frequent use in the In principio initial that remains closer to the older 
tradition of giving more emphasis to those events surrounding the fall. 
The final manuscript to be discussed in detail is the Admont Bible, 
which does not depict the fall, but has a series of creation miniatures, 
wherein the creation of man is represented by that of Eve. 
3.1 The St. Alban's Psalter, Hildesheim, St. Godehard Treasury, Ms. 1 
There has been considerable research done and much written about the 
St. Albans Psalter, much of it concerning the dating of the manuscript 
and the relationship of the various parts to each other and the original 
owner, Christina of Markyate.81 No one disputes Christina's connection 
with the psalter, but there is a lack of agreement as to whether it was 
originally intended for the abbey of St. Albans and adapted to her 
m
 For a short chronological overview of the vanous theones sec the website of the 
St Albans Psalter prepared by the University of Aberdeen, sec lion debate The team 
from Aberdeen University has made an excellent fat simile available on line, together 
with translation, transcription and essays http / /wwwabdn ac uk/slalbanspsaller/eng-
hsh/index shtml Jane Geddes, St Albans Psalter The Conclusion (2003), available 
from http / /wwwabdn ac uk/stalbanspsalter/enghsh/index shtml My thanks to Jane 
Geddes for her encouragement and suggestions 
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specific interests and needs, or her own psalter was 'upgraded', or it 
was intended for her from the outset. It is generally agreed that it was 
the gift of Abbot Geoffrey to Christina, his spiritual advisor and friend. 
We know that there was some dissatisfaction at the gifts and monetary 
support given by Geoffrey to Christina and her nuns and Christina's 
influence over Geoffrey.84 
Hence, a prey to their own malice, yet urged on by the envy of the devil, 
they spent their time in pursuing Christina, the lover of Christ, with gos-
sip, poisonous detractions, barbed words trying to take away the good 
name, which she had most carefully tried to hide from men. Hence, some 
of them called her a dreamer, others a seducer of souls, others, more 
moderately, just a worldly-wise business woman: that is, what was a gift 
of God they attributed to earthly prudence. Others who could think of 
nothing better to say spread the rumour that she was attracted to the 
abbot by earthly love. 
The Psalter was certainly a cosdy gift and one that did not seem to 
accord with Christina's avowed asceticism. Geddcs suggests that the 
obit of Roger, the hermit who protected Christina at Markyate, was 
inserted so that she could be brought to accept the book as a mark of 
respect for Roger from the monks of St. Albans.8,5 The letter of Pope 
Gregory, in both Latin and French, on the use of images must be seen 
as a justification of the extensive miniature cycles. The Christological 
cycle is prefaced by the fall and expulsion miniatures and continues 
with events from the life of Christ, notably omitting the crucifixion 
from the passion sequence, and with the Emmaus pages added to the 
quire devoted to the life of Alexis and the Psychomachia. Whether or not 
the work was conceived as a whole, or various elements were brought 
together, there are certain factors that made it particularly appropriate 
to Chrisüna. The chaste marriage of Alexis mirrors Christina's own 
unconsummated marriage and her state of virginity. The Emmaus 
pages can be seen as a reflection of Christina's visions. Of particular 
relevance here are various miniatures and the Psychomachia. 
M
 Unde propia compulsi malicm el demonis instumulanhs urgente invidia multis crebuque dil-
ectneem Chnsti Chnshnam exacebare sludebant sussurms detracaonibus venenosis verbomm laculis 
illam infamare cupienUs que fame mentum summo studio mortablibus occultabat. Hmc earn alii 
sompniactncem ahi ammorum trandatneem ahi quasi minores seculanum agendorum prudentem 
procuratneem appelUbanl. Salwet quod dwim erat munens seculan prudenae conantes imputare. Alu 
autem aliter loqui nesaentes eidem abbati carnali devmctamamore summurmurabant Talbot, ed., 
Tht life of Christina of Markyate. 
BS
 Cieddes, St. Albans Psalter The Conclusion. 
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The fall miniature is in many ways typical of those of the Alexis 
Master in the Psalter, (fig. 35) It is very stylised, with rich, sombre 
colouration. It is a highly symmetrical work and those elements that fall 
outside this symmetrical set up have the effect of showing a disturbance, 
of upsetting the natural balance. It is set in a border of acanthus leaves, 
far more restrained than those of the Winchester School. The border 
is double edged with gold, providing a contrast to the predominantly 
blue shades of the miniature itself. The tree of knowledge of good and 
evil is the axis on which the miniature turns. Its trunk and branches are 
of a pale gold-yellow and it is set against a series of solid colour back-
grounds, radiating out from deep blue to purple to blue-green, rather 
in the form of a mandorla. This funnels upwards until it reaches the 
frame. A narrow white line separates the green and purple, while the 
blue is delineated by the curving branches of the tree itself. The central 
trunk rises straight up, dividing the miniature in two and breaking the 
frame. From the level of the heads of Adam and Eve, two branches 
curve, forming an oval, while five further pairs of branches, of differing 
sizes, coming from the trunk and the larger branches twine together 
to form a decorative knot pattern. It is interesting to note that the tree 
has two types of leaves, two pairs of fig leaves, growing from the two 
small branches close to the main division and leaves sprouting direcdy 
from same area. These contrast to the larger fleshier acanthus type 
leaves that make up the rest of the foliage. This double foliage can 
possibly be related to the writings mentioned in earlier chapters that 
speak of the tree of life and the tree of knowledge as being a single 
tree. It is extremely unlikely that the trees flanking Adam and Eve carry 
this idea further. They are clearly of the same type, even though they 
differ slightly as to height and extra leaves. These are simply dressing 
to denote paradise. The fruits, which grow in abundance, are clearly 
figs from both the shape and the colour, which varies from a soft lilac 
to a deep purple. 
Adam and Eve are seated on either side of the tree, on curving, 
striated stylised mounds of a colour slighdy more greenish than the 
tree trunk. They are set against a blue background linking them to the 
inner circle of the 'mandorla' of the upper part of the miniature. Both 
are dark haired and muscular. Adam's gazed is fixed on Eve and he 
seems to be eating eagerly, even greedily. With his right hand he holds 
a fruit up to his open mouth and with his left grasps a second that 
Eve hands to him. His bent elbow and clutching hand emphasise the 
impression of eagerness, as do his right leg stretched forward and the 
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slight inclination of his trunk and head. Conform to the basic type Eve 
is not seductive, though her very pronounced breasts and nipples make 
it clear that there is no idea of androgyny. There is sex in paradise, but 
not sexuality. Once again Eve functions as the medium, taking with her 
left hand a fruit from the serpent's mouth and extending her right arm 
to hand a fruit to Adam. Her gaze is fixed on the serpent/devil above 
her, not on Adam. Indeed, she seems somewhat withdrawn from him, 
only her outstretched arm acknowledging his presence. There is no 
trace of urging or seduction in any sense, let alone sexual. There is a 
similarity with the Old English Hexateuch in that Eve is clearly aligned 
with the devil, and Adam drawn towards them. Unlike the Hexateuch 
there is a formili delineation of areas by the tree, and the points at 
which the halves are breached are significant. Adam's foot crosses in 
front of the trunk, reaching half way, Eve's curved right arm brings 
her hand and the fruit into Adam's half and the devil's right foot rests 
on the branch above Adam's head. 
The devil/serpent is perhaps the most unorthodox element in the 
composition. Instead of the usual serpent wound round the trunk of 
the tree, a small, coiled serpent issues from the mouth of a blue-grey 
demon. The demon itself is clawed and winged, the short, deeper 
blue strokes of paint on the haunches and arms giving the impression 
of shagginess. It has the waving locks that go back through the late 
Anglo-Saxon works to the Utrecht Psalter. The colour, the hooked nose 
and bulging eyes prefigure the death figure on f. 5v of the slightly later 
Eadwine Psalter (Cambridge, Trinity College Ms R. 17). The twisting, 
falling figure is reminiscent of the fallen angels in both Junius 11 and. the 
Old English Hexateuch. Here the disturbance to balance and harmony 
is even more pronounced, due to the overall severe symmetry. There 
is a hierarchy to the breaching of the borders. Adam stays just within 
his 'own' half of the page, venturing only into the dividing area of the 
tree. Eve, while paying no attention to Adam's area, reaches her hand 
into it to offer the fruit. The demon seems as if it has positioned on 
the left hand side, above Adam, but flings itself forward into the space 
above Eve. The same hierarchy is to be seen in the degree of contor-
tion of the bodies. Adam sits straight, only leaning a litde forward. Eve 
twists her head round to look up at the figure above her. The demon 
clutches the trunk and branches of the Tree, winding his arms and 
legs round, his head at such an angle that the neck, which is not vis-
ible, must be as twisted as the serpent. Notable, too, is the eye contact 
between the demon and Eve that implies that Eve sees the source of 
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the fruit. The pose of the demon begins a dynamic sweep that leads 
the eye via the serpent, Eve's arms and Adam's grasping hand to the 
actual consumption of the fruit. Adam's open mouth, with the hand 
holding the fruit before it, act as a break to this eye movement: the 
action is initiated and flows to its conclusion. The sole interruption to 
this flow is Eve's gaze directed back at the demon: however, this does 
not really constitute a break, the light colour of her face connecting it 
to the fruit and the serpent. 
The extremely unusual aspect of the serpent issuing from the mouth 
of the demon requires comment. This is probably a reference to apocry-
phal and pseudographical works, such as the Book of Adam, that mention 
a dialogue between Satan and the serpent. The Bible makes no mention 
of Satan or any devil in connecdon with the temptation, but the con-
nection was never doubted. The Book of Adam has the devil concealing 
himself within the serpent -with the serpent's consent and speaking to 
Eve through the serpent's mouth. This is obviously difficult to illustrate 
and by reversing the roles the Alexis Master effectively demonstrates 
that the serpent was used by the devil. He departs, however, from the 
general lines of such stories in which the disguise is to deceive Eve. 
The eye contact between Eve and the demon implies that Eve was not 
completely deceived. As to actual iconographie examples of this, we are 
in the dark. The twelfth century certainly saw the popularity of such 
ornamentation as dragons swallowing each other or emerging from each 
other's mouth. There is, moreover, a hint in the Moissac manuscript 
discussed earlier. There are numerous similarities between the practice 
drawings and the Psalter, including acanthus leaves emerging from the 
mouths of beasts. It obviously a long step from these to the tempter of 
the St. Albans Psalter, but there is another indication that the Moissac 
manuscript or some manuscript similar to it could have had some influ-
ence on the Alexis Master. The lopsided composition of the Moissac 
miniature showing the expulsion whereby Adam and Eve are pushed 
out of the frame has already been commented upon. The expulsion 
in the St. Albans Psalter has a strong resemblance to this. The Christ 
figure in each has the same pose, the only difference being that in the 
Moissac manuscript he holds an orb and in the St. Albans Psalter his 
finger is raised in admonition. In the St. Albans Psalter Adam and Eve 
hold the implements of their labour, whereas in the Moissac manuscript 
they are empty handed, but again the poses are the same. Particularly 
striking is the treatment of Adam's garment. In both miniatures it is 
clearly made of skins, with precisely the same curlicues to denote fur. 
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Most striking of all is that in both manuscripts the couple are pushed 
out of the picture area, in the St. Albans Psalter breaching the frame 
and the Moissac miniature vanishing at the edge. Haney has identified 
a pool of images for the psalms in the St. Albans Psalter, going back to 
the ninth century psalters now in Utrecht and Stuttgart,86 and centred 
on the Canterbury scriptorium.87 The iconographie similarities between 
St. Albans Psalter and Moissac miniature would suggest that either this 
pool of images was common to other scriptoria and not confined to 
the Stuttgart and Utrecht sources, or that there was a more immediate 
contact between Moissac and St. Albans. 
The identification of the demon with Satan is not without its uncer-
tainties. As was demonstrated in the discussion of the Junius manuscript, 
the idea of a secondary devil or demon being the tempter was not 
unknown in England. The same blue-grey demon is found elsewhere 
in St. Albans Psalter, frequendy in the psalm initials, but then often in 
with several identical figures, or variations in colour. Since the artists 
responsible, at least for the colouration of the psalm initials, were other 
than the Alexis Master, it would seem advisable to consider those figures 
that must be identified with Satan in that artist's miniatures. The fall 
demon is considerably smaller than those shown in the three tempta-
tions of Christ, but bears a strong resemblance to them.8R Only the 
wings in the temptations of Christ are multicoloured, rather than the 
smaller self-coloured wings of the fall demon. A second smaller brown 
demon is present at the second temptation, and the devil of the third 
temptation is much smaller, with a brown head and diflèrent coloured 
wings. This diminution in size may be symbolic of the decreasing power 
of the devil through his rejections by Christ. The biggest discrepancy 
is with the harrowing of hell scene on p. 49, where the chained Satan 
looks nothing like the previous devils, being light brownish yellow and 
much broader and stockier than the slender figures of the temptations. 
Despite these variations I think we must identify the demon of the fall 
with Satan. There is a degree of symmetry in the constitution of the 
Christological cycle as well as an iconographie tradition for this. As 
Geddes has pointed out, the expulsion is paired with the advent min-
"'' Kristine E. Haney, The St. Albans Psalter: an Anglo-Norman song of faith (New York, 
2002). 
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lature, man leaving God's presence and God returning to man m There 
is a strong compositional similanty between the fall miniature and that 
of the first temptation, with two smaller trees at left and nght and a 
central tree separating Chnst from Satan Just as the same scene in the 
Odbert Psalter echoed the fall initial there, the St Albans Psalter again 
reminds the reader of that first temptation and its disastrous results 
Not only does it remind the reader of the need for redemption, but also 
encourages her to follow Chnst's example and withstand temptation 
The fall miniature and its place within the iconographie scheme are 
complex Unlike earlier works that show God as pnmanly Creator to 
whom man owes his existence, or, as in the Moissac manusenpt the 
judge of the unnghteous, the St Albans Psalter ignores the creation 
aspect entirely Our first view is of man transgressing, then receiving 
punishment However, this is followed by the extensive cycle of the hie 
of Chnst the emphasis here is on Chnst the Redeemer It is notable 
that despite the large number of miniatures there is none of his minis­
try or his miracles The cycle concentrates on the circumstances round 
his birth, passion and events after his death Not Chnst's preaching is 
important here, but his incarnation and saenfice Adam and Eve, dnven 
from paradise on ρ 18, are rescued from hell by the forgiving God on 
ρ 49 To a certain extent the cycle conforms to the general interest in 
the childhood of Chnst with miniatures depicting several scenes from 
his earliest months, but there is little stress on the humanity of Chnst, 
even the scenes in Gethsemene and the suffenng of the passion do not 
have a particularly 'human' feel to them Rather they emphasise what 
God has suflered and done on behalf of errant man Man's debt to God 
is not for his creation and existence, but for the chance of salvation 
This must be considered singularly appropnate for someone who had 
dedicated her life to eradicating human weakness from herself and had 
chosen a particularly severe life-style Chnstina's fasts and scourgings to 
subdue her flesh and desires were well known, and the emphasis of the 
miniature cycle can be seen as an exhortation and encouragement to 
her Of the scenes of the early days of Chnst—there are twelve from 
the nativity to the return from Egypt—only five show Jesus, and he is 
almost invisible in the nativity scene There are just as many scenes 
devoted to the Magi This may seem an odd emphasis and lacking any 
n 9
 Jane Geddcs, St Albans Psalter Understanding the miniatures (2003) Available 
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relevance to Christina or to the fall miniature. I would suggest that in 
fact these are closely linked. The common theme is the recognition of 
God. The Magi undertook a long and hazardous journey to find God, 
and were able to tell a false king from the true one. Christina undertook 
her own spiritual journey, and through her purity and devotion was 
given visions of God.90 
Whilst Christina was sitting on her stone... the fairest of the children of 
men came to her through the locked door, bearing in His right hand a 
cross of gold. At His appearance the maiden was terrified, but He put 
her fears to rest with this comforting assurance: 'Fear not, He said: 'for 
I have not come to increase your fears, but to give you confidence. Take 
this cross, therefore, and hold it firmly, slanting neither to right nor left. 
Always hold it straight, poinüng upwards: and remember that I was the 
first to bear the same cross. 
There have been numerous studies that have dealt with the particular 
relevance the miniature cycles and the initials have for Christina and her 
life. It is not my intention to discuss each of these fully. The Emmaus 
miniatures and the Alexis poem have been long regarded as indicating 
a relationship to Christina's visions and to her chaste betrothal. More 
recently Geddes has pointed out the more 'female friendly' initials in the 
later part of the psalter, which she feels indicate the point at which it was 
decided to give the psalter to Christina.91 Carrasco has pointed out the 
relevance of the Magdalen miniatures to Christina as eremitic ascetic 
and apostle to the aposdes.92 To my knowledge no one has discussed 
the particular relevance of the fall miniature or the attitudes towards 
sin implied by the various illuminations. As Carrasco has shown, Mary 
Magdalen (however much a composite figure) enjoyed great popularity 
in this period, not only as a symbol of the ascetic and completive life, 
but also as the repentant sinner. I think that this is also an aspect that 
must be considered in relation to Christina and the fall miniature. As 
Christina's Vita makes clear she was subject to temptation and prey to 
'
K
 Chnstina supra petram [suamj sedente... intramt [ad ejam speaomsforma prefiliis Piomijnum 
obserato aditu cmcem ferns [aurjeam m dextra manu ad cuis fintjroitum expamt mrgo qua milk 
[bfo]nde confortami tali alloqmo. jVf timens inquid noon enim veni quo tibi metum augerem: sed ut 
secuntatem ingererem. TOIL· tgitur crucem islam. Talbot, ed., The life of Christina of Markyate, 
pp. 106, 107. 
'" Geddes, St. Albans Psalter. 'Understanding the miniatures', and private cor-
respondence. 
^ Magdalena Elizabeth Carrasco, "The Imagery of the Magdalen in Christina of 
Markyate's Psalter (St. Albans Psalter)," Gesta 38 (1999). 
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sensual passion. Like the Magdalen, through Christ's help she was able 
to drive this from her and obtain a serenity of spirit. Christina's Vita 
speaks of the devil sending her sexual desires to tempt her and torment 
her. Christina recognised her feelings as being the work of the devil 
and this gave her both the knowledge and strength to resist them. This 
des in with the fall miniature and the extraordinary depiction of the 
tempter. Its probable pseudographical base has already been discussed, 
but why was this particularly applicable to Christina's psalter and what 
general attitude did it express? 
I suggest that a keyword in understanding the psalter illustrations 
is recognition. We have already seen the common factor between the 
Emmaus and Magi miniatures and Christina's visions: here the rec-
ognition of divine nature was the issue. In the fall miniature it is the 
recognition of the nature of temptation as deriving from the devil. Eve 
looks direcdy into the devil's eyes, but fails to recognise him for what 
he is. In doing so she fails to recognise temptation and the source of 
her own desires. The intention to give the psalter to Christina postdates 
her period of sexual frustration and her successful resistance to it. 
This later period was after the death of Roger and before her friend-
ship with Geofifrey. Her recognition of the source of her temptation is 
contrasted with Eve's failure in this respect. As an introduction to the 
psalms themselves this could be regarded as particularly appropriate, 
as we are told that one of the means she used to combat her desires 
was reciting the psalms. Eve failed, and man was thrust from paradise, 
as is shown in the first two miniatures of the cycle. This failure makes 
Christ's incarnation and sacrifice necessary—the subject of the fol-
lowing miniatures. As Christina looked at these she could meditate on 
how she, like the Magdalen -sometimes seen as the new Eve —through 
Christ's help had not failed, and strengthen her future resolve. The fight 
against temptation receives very specific treatment on the Beatus page, 
which not only depicts knights jousting but gives an exposition of their 
symbolism and the need to fight evil, indeed a compact psychomachia. 
The question is: what does this tell us of general attitudes to sin? 
Geddes has analysed the presence of women in the initials and comes 
to the conclusion that, in the later psalms at least, women are shown 
as resisting temptation. In particular psalm 118, p. 315 shows men 
giving way to vanity and lust while women resist their advances. In 
the earlier psalms, those made when the psalter was intended for St. 
Albans abbey itself, according to Geddes, a less positive view of women 
is given. The initials to psalm 36 shows woman as lustful and given 
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to the delights of the flesh. The emphasis given to lust and sensuality 
is again expressed in one of the initials to psalm 67, p. 200, where 
God is shown destroying his enemies, these latter being symbolised by 
couples embracing. Obviously sensuality and sexuality were regarded 
as prime enemies of God. Of particular interest is the initial to psalm 
51, p. 173 as it gives a direct link to the fall miniature, (fig. 36) Malice 
is shown as a woman seducing a man into marriage, thus implying 
the use of sexuality as a deliberate act to turn men from God. The 
particular connection with the fall is the dragon that forms the tail of 
the Q This is a common enough method of depicting the flourish of 
that letter, but in this case the dragon bites the foot of the woman, 
a direct reference to the verdict on the enmity between woman and 
serpent in Genesis 3.15. To a certain extent this is reminiscent of the 
dragon at Eve's feet on the Hildesheim doors. Important here is that 
the second part of the verdict—that the children of Eve shall crush the 
serpent beneath their feet —is not shown. It was a common exegesis 
of these verses that this latter statement symbolised the defeat of sin 
and sexuality. Here woman has failed to do this and the serpent has 
claimed her for its own. By seducing the man, female malice re-enacts 
the events of the fall. 
There is, as we have seen, a tendency to equate sin with sexuality, 
but at the same time there is an acknowledgement of the power of 
sexuality. The lure of the senses, desire and even lust are not denied. 
On the contrary, they are shown to be omnipresent. It has been pointed 
out that for Christina and others in her position desiring a religious 
life, or merely wanting to escape marriage, virginity had a practical 
value.93 Once a marriage or betrothal was consummated a woman 
could only take vows with the consent of her husband. Christina 
managed to get her betrothal annulled, but it was still some time after 
before she made formal vows. Whether this was due to antagonism 
of the clergy who had supported her parents or her desire for an 
eremitic life, free from restraints other than those imposed by God, is 
unknown. However pragmatic virginity was in these circumstances, it 
must be remembered that it was still an ideal to retain one's purity of 
body. In relation to Christina there is no attempt made to deny that 
she had sexual feelings; her purity is not dependent on the absence of 
^ Sharon K. Elldns, Holy women of twelflh century England, Studies in religion ed. 
Charles H. Long (Chapel Hill and London, 1988), p. 29. 
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such feelings, but her steadfastness in the face of their onslaught. She 
recognised the feelings for what they were and attributed their source 
to the devil. By not denying them, but facing them, she was able, with 
Christ's help, to conquer them and achieve virginity of spirit as well as 
body. This conforms to the general tendency to admit the senses. Just 
as various writers praised the works of God made accessible by the 
senses, Christina could see and feel the Christ Child. The senses used 
to understand and praise God are seen in a positive light: the senses 
indulged as sources for physical, and especially sexual, pleasure are 
another matter, and lead away from God to earthly and sinful matters. 
Not the feeling of temptation is wrong, but the succumbing to it. Like 
the ascetics of old, Anthony and Jerome, Augustine and the Magdalen, 
Christina could fight her inclination for fine clothes, subdue her body's 
imperatives and win through to a state of holiness. Christina was an 
example of a woman who exerted considerable influence, certainly on 
the abbey of St. Albans under Geofirey. Her psalter is a token of his 
regard for her and the miniatures both an accolade and an incentive. 
3.2 The Bible of St. Bénigne, Dijon, Bibliothèque Municipale, Ms. 2 
A bible made for the abbey's own use, this manuscript dates from the 
second quarter of the twelfth century and originates in the scriptorium 
of St. Bénigne, and is a fine example of an extremely richly illuminated 
manuscript. 'Dans la Bibk de Saint-Bénigne de Dijon, superbe manuscrit 
de grandes dimensions et à l'ambitieux programme iconographique... le 
plus original des trio enlumineurs se caractérise par une exuberance 
des formes et une invention dans les traitement des themes.'04 Despite 
this appreciation, there seems to have been little interest in the work: 
Cahn spares only a few lines for it when discussing the Bourgondian 
Romanesque Bibles and its entry in his catalogue is brief1 Mâle merely 
notes an early appearance of the Virgin in the tree of Jesse,% and a few 
others mention it in passing. The illumination consists of decorated, 
inhabited and historiated inidals and canon tables. The initials vary in 
size and grandeur from highly intricate, executed mostly in rich reds, 
w
 Christian Heck, "Montre l'invisible," in L· Moyen Age en lumwre: manuscnls enlummei 
des bibliothèques de France, ed. Jaques Dalanin (Paris, 2002). 
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%
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blues and gold, almost filling the page, to much smaller ones, often 
simpler with slightly less rich colouration. In my opinion at least two 
artists worked on the manuscript—Cahn detects three97—although the 
styles have much in common. The artist of the larger initials makes 
great use of intertwining foliage that sometime almost obscures the 
figures. In all cases the work is very finely done and immense care taken 
with the smallest details. The script is clear and even with hierarchical 
letters in gold and red. Clearly this was intended to be a treasure of 
the abbey. 
The historiated initials are the dominant form of decoration. If we 
include portraits of the evangelists and prophets and symbols of wis­
dom and justice there are forty-six as against eleven inhabited initials 
and ten ornamented. There are certain emphases in the initials. Three 
feature Jerome, ff 6r, lOOr and 235r. David also receives a good deal of 
attention; he is shown being anointed by Samuel (f. lOlv), hearing of 
the death of Saul and slaying the Amalekites (f. 1 14T), slaying Goliath 
(f. 246r), playing the harp (f. 278v) and finally with St. Paul (f. 477v), 
the last miniature of the manuscript. The iconographie programme is 
complex with a good number of lesser-known incidents depicted. The 
fall shares its space with David killing Goliath, filling the upper loop 
of the Β and the David scene the lower, (fig. 37) This juxtaposition 
must be considered carefully. The initial is the opening to the psalms, 
Beatus vir, a place that traditionally shows David, most often as a musi­
cian, but other scenes from his life are not unknown. Why then does 
the scene of the fall share this space, how does it relate to David and 
psalm one in particular? The blue tree, with its large fig leaves sprouts 
from the mass of vegetation that forms the letter. The tree and figures 
are set against a gold ground scattered with small red trefoils. There is 
no attempt to show paradise or any circumstances of the fall. Neither 
God nor creation is shown, nor are the consequences depicted. The 
single event, the conflated temptations of Eve and Adam, are set outside 
time and space, an isolated act for the contemplation of the reader. 
The white bodies of the two humans stand out against the gold and 
rich colours, their nakedness contrasting with the clothed figures below 
them. Adam, beardless and perched on a twining branch brings a fruit 
to his mouth with his right hand while accepting another from Eve 
with his left. Eve's long hair almost covers her breasts. She is just on 
Cahn, Du Bibel in der Romana, ρ 271 
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the point of relinquishing a fruit to Adam and accepting a third from 
the serpent. This creature, dark red with a white stripe down its back 
has its mouth open wide to accommodate the fruit. Its body, thicker 
towards the middle, knots and twists round the tree. In contrast to 
Adam, Eve does not stand on a branch but is anchored in place by the 
serpent twisting between and round her legs. In this way she is firmly 
connected to sin, but possibly not consciously, since unlike Eve in the 
St. Albans Psalter, she is not looking at her tempter; her attention is 
directed towards Adam. This could be seen as an expression of both 
her secondary role as a human and her sensual nature. This last would 
seem to be inherent; once again there is no seductiveness in her gestures 
or posture, no sign that her temptation of Adam is either malicious or 
deliberate, not even sexual. The serpent is echoed by the dragon-headed 
beast that emits an acanthus branch from its mouth, reminiscent of the 
creatures found in Moissac manuscript. Careful tracing of the foliage 
and vines reveals that its body emerges from that of a second monster 
below the David scenes. This second monster bites into the vine that 
turns into the body of yet another monster separating the two scenes. 
In turn, this emits the vine on which the upper monster stands. The 
two monsters link the upper and lower halves of the initial physically 
and intellectually. Physically they tie the whole miniature together and 
intellectually they invite the reader to compare the scenes, to go back 
and forth, divining their connections. 
The lower scene echoes in many ways the upper. David's stance is 
the same as Adam's, but instead of eating and reaching for the fruits 
of temptation and sin he holds ready the implements of battle, a sling 
in his right hand, a club in his left. Both scenes of the fall and David 
and Goliath were frequendy used for the Beatus page, though usually 
these date from a later period.98 Helsinger notes in passing that the 
St. Bénigne Bible makes the connection between the two, but since he 
emphasises the aspect of struggle in the rest of his article he misses 
the further dimension created by the place of the initial in the overall 
iconographie programme. The connection between the two rests on 
the identification of David as a préfiguration of Christ, and the Glossa 
Ordinaria comparison between the slaying of Goliath and Christ's 
temptation in the wilderness. This is one step removed from the works 
^ Howard Helsinger, "Images on the Beatus Page of Some Medieval Psalters," Art 
Bulletin bl (1971). 
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such as the Odbert Psalter that echo the fall in miniatures of Christ's 
temptations. However, important though this is, the juxtaposition has 
other implications, especially when we consider the importance given 
to the Beatus page in the period. In this initial two of the main threads 
of the iconographie programme are brought together^-trust in God 
and adherence to his word and the consequences of turning from God 
and his law. 
This is not the place for a full analysis of the iconography of the 
manuscript, but a short consideration of some of the themes is enlight-
ening. As well as more usual subjects a number of the historiated initials 
deal with lesser-known episodes such as the sacrifice of Elkana and 
Hannah, f. lOlv, and the fall of Achasias, f. 135v. Such episodes can 
be compared to other, sometimes better-known ones, in other initials. 
Thus can the trust and faith of Elkana and Hannah be set against the 
incredulity of Zacharias, f. 230v, and the healing of the faithful Tobias, 
f. 366v, with the death and lack of faith of Achasias. Artaxerxes sending 
his letter to Esra, f. 357r, can be seen as the counterpart to the dying 
Antiochus IV Epiphane, f. 393v. On f. 235v Job is shown standing firm 
in his righteous love of God despite the attentions of Satan, while those 
less staunch are represented by his wife and three friends. At least two 
of the initials deal with turning from God to a final conversion. On 
f. 52r, the angel of the Lord confronts Balaam, and on f. 225r Jonah 
is thrown into the sea and is regurgitated by the whale. Other initials 
continue this emphasis, in particular f. 332v that shows Adam and his 
descendents in the bosom of Abraham. The hope of salvation is held 
out, not only here, but on f. 324r Daniel is shown in the den of lions, 
on f. 301 r Christ is shown between Ecclesia and Synagoga, and the 
two trees of Jesse, S. 148r and 406r can also be seen as the promise of 
redemption. Other miniatures show the fight against evil, a common 
enough theme in bible illumination, but they serve to reinforce the mes-
sage of steadfast adherence to the ways of God. As well as Judith and 
Holofernes, f. 370r, most of the inhabited, but non-historiated initials 
shows men fighting monsters, and Judas Maccabeus rides out to defend 
his people on f. 380v. In view of this we can modify the interpretation 
of the fall scene. The initial shows not only the resistance to evil, and 
succumbing to it, but the fall is a deliberate turning from God. In this 
way not only is David seen as beatus vir, but Adam and Eve are the 
impii. Nevertheless, in spite of this and the numerous warnings of the 
fate of those who desert God's ways, the tone is optimistic. Not only 
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do so many figures fight death and evil, but the repentant can also 
achieve salvation 
The St. Bénigne Bible is considered as dating from the second quarter 
of the twelfth century, a penod of great importance for both Dijon and 
the abbey of St Bénigne Dijon was in many ways dependent on the 
abbey, growing up around it, and the abbey's protector was the Duke 
of Burgundy Burgundy in the twelfth century was a prosperous and 
expanding principality 'the absence of internal conflict, the flexibility 
of personal relations, the goodwill between church and duke"10 laid 
the foundation for its future greatness In 1137 a fire destroyed much 
of Dijon, and the duke, Eudes II, rebuilt the town and included St 
Bénigne within its walls The buildings at the time were those begun 
in 1002 by the famous reformer William of Volpiano Whether there 
was damage to the church is uncertain, but there was certainly twelfth 
century rebuilding as is shown by C14 dating of mortar100 Dijon was 
not only rebuilt but became the new capital ol Burgundy Imperial 
documents even referred to the duke as dux Dwionensis This meant that 
there was a great influx of wealth and prestige to Dijon, as the home 
of the ducal court it was visited by lay and ecclesiastical powers If, as 
seems likely, the Bible dates from the time of this new importance and 
prosperity, it is little wonder that it is such a neh work It is also little 
wonder that, given the prudent policies of the dukes, due tnbutc is 
paid in it to the wisdom and justice of rulers Initials show Solomon, fl 
12^, 289r and 343r, and David, ff lOlv and 114r, as great rulers under 
God, others show Justitia symbolised as scales, f 302v, and Sapientia, 
f 308v The final initial is in keeping with the themes discussed The 
young king, standing near the top of the down-stroke of the P, holds 
out a dark unrolled scroll Its other end is grasped by Paul, seated in 
the loop and holding in his left hand a codex The beloved of God, 
who fell from grace and repented hands over to Christ's enemy who 
became Chnst's champion Paul can be seen as a mirror image of the 
fall scene, turning to God instead of away 
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3.3 The Pare Bible, L·ndon, Bntish Library, Ms. Add. 14788 
This manuscript is a multi-volume bible dating from 1148. It was made 
for the cloister of St. Maria De Parco, close to Leuven. This was a 
Premonstratensian foundation, established nineteen years earlier. The 
bible itself consists of three volumes, each book of which has a richly 
illuminated initial. There is some similarity of style with the initials of 
the St. Benigne Bible, but these are less rich, their colouration more 
subdued; however there is still an abundance of foliage, strapwork and 
monstrous heads, (fig. 38) The initial to Genesis fills the page and consists 
of an intertwined I and Ν with the words PRINCIPIO CREAVITDEUS 
CELUfMJ ET TERRAM in two vertical lines in the right hand frame. 
There are nine medallions, one each at the ends of the strokes of the 
I and N, one at the centre of the two upright strokes of the Ν and a 
central mandorla at the point where the two letters cross. The eye is 
immediately led to this mandorla, not only by its central position, but 
by its larger size and the convergence of the red, gold and grey-black 
strokes of the letters. The crossed-nimbed Logos is seated on a rainbow 
flanked by alpha and omega. His right hand is held up in a gesture of 
command and the message is further emphasised by the open book 
held in his left hand; on this is written EGO SUM/ OVIS'UM. The eight 
slighdy smaller medallions contain scenes from the first four chapters 
of Genesis. These smaller medallions, at least at first appearance, seem 
to have an order that is difficult to follow. The three left hand medal­
lions and the two further bottom ones make a chronological narrative 
of the creation of Eve, the fall, expulsion, Abel's sacrifice and Cain's 
murder of Abel. The others represent the first and second days of 
creation, conflated, the fifth day and the creation of the animals on 
the sixth day. Among the foliage brought forth out of the mouths of 
monsters, clamber figures of men, birds and animals—a hawk eyes a 
dove, while a hunter aims his arrow at the hawk, a youth in a loincloth 
stretches towards a lion. An owl, a griffin and an eagle perch among the 
vines while a human face peers out of an acanthus leaf. Four paw-like 
protuberances hold the corner medallions fast. Taken in the biblical 
order, top centre shows the spirit of God in the form of a nimbed 
dove separating heaven and the waters under—these already contain 
fish, presumably to show that they are waters. Top right a nimbed 
Logos creates birds and fish while the last shows the Logos with a red 
cross-nimbus commanding the creation of the animals, represented by 
a strangely entwined male and female goat. 
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The story of the origins of mankind begins not with the creation of 
Adam, but of Eve. The medallion has certain peculiarities. The some-
what cramped crouching attitude of the Logos can be explained by the 
limitations of space of the medallion. Adam is shown in a common 
pose of sitting asleep, his head resting on his left hand, his right hand 
supporting the left elbow. The Logos holds Eve by the right arm. In 
all this it is typical of works of the period. The most striking thing is 
that Eve does not rise out of Adam side so much as share a lower body 
with him. This gives the effect of Siamese twins joined from the waist 
down; there is no division or separation of Adam's flesh from that of 
Eve. This could be a manner of expressing caro de carne mea[m and at 
the same time showing the secondary nature of Eve's creation—since 
Adam's is not shown this could be regarded as emphasising the hier-
archical nature of creation: she is the product, quite literally here, of 
his loins. The figure of Eve has several points of interest. The face is 
most carefully drawn and coloured, but there are marks on her arms 
and breast that are difficult to determine. In this and other medallions 
musculature is subtly depicted, but these marks are darker than those 
used for that purpose elsewhere. Her face, outstretched arms and breast 
are all a darker, ruddier colour that the other figures. It is possible that 
the marks on her chest are meant to be breasts, but the marks on the 
arms are puzzling. They do not have the look of under-drawing or 
mistakes; in fact both her upper arms have almost an x-ray quality, 
as if we can see the bones through the flesh. Is this the other half of 
Adam's statement os ex osdbus meis? One further point must be noted: 
the work on this miniature is very fine, however, the gilder seems to have 
let down Cahn's opinion of the 'sorgfaltig gestalteter Dekfarbe"02 by 
impinging on Eve's knee and stomach. The red of the rock upon which 
Adam sits has flowed over into the gilding of the background. None of 
the other parts of the miniature have such slips. It is most likely that 
these are due to the fact that it is most likely that the figurative work 
on the manuscript began here, but it is also possible that the miniaturist 
felt uncomfortable with the subject. Perhaps the most notable aspect 
in this scene is the action of the Logos. This is no Creator of Eve in 
the sense of earlier works, not even the Hexateuch. There we see him 
shape and mould the female as she comes from the man, and she is as 
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much God's creation as Adam, a part of him that is given a separate 
existence. In the Pare Bible, He pulls her from Adam's side; there is no 
forming, only removal. God plucks the female element from man. 
The scene of the fall itself has points of great interest. Adam and 
Eve stand in almost identical poses on either side of the tree, Eve on 
the left, Adam on the right. The tree itself seems to be a descendent of 
those found in the Old English Hexateuch, multiple twining trunks and a 
formal mass of foliage at the top. To the left hand side of this, just above 
Eve's head, three rather more semicircular markings than elsewhere on 
the tree have red dots in them and presumably represent the fruit. A 
bright red serpent with a blocky dragon's head twists between the two 
main parts of the trunk, holding in its mouth a fruit, now sadly worn, 
which Eve takes with her right hand and with her left brings another 
fruit to her mouth. The interesting point here is that Adam mimics 
her stance almost exactly, but instead of receiving and eating the fruit 
his right hand is held up and his left makes a gesture of command or 
teaching. This gives rise to a variety of questions. Adam's pose indicates 
that he relays God's command not to eat of the tree to Eve, or that it 
expresses the passage, frequendy quoted at the time, which says that 
Adam was not deceived, but Eve was.103 Adam's pose distances him 
from the fall. To a modern mind it could imply that, whichever option 
is preferred, Adam is guilty. His fall was done in full knowledge and he 
'was not deceived.' However, in my opinion, this would be an anach-
ronistic interpretation. The twelfth century mind was less concerned 
with the 'fact' of Adam's transgression than with its symbolic content. 
In trying to establish how a twelfth century Premonstratensian canon 
would have seen this we have to consider the whole miniature, and in 
particular the relation between the creation of Eve medallion and the 
fall medallion. We have seen that in the former Eve is definitely a part 
of Adam, a part that the Logos removes from the man. Eve is then 
a part of man, or more generally the female element is a part of the 
male, but a part that can be removed. Her connection with the senses 
is shown by the fact that she greedily grasps a second fruit, while eating 
the first. It is this female element that is active in the fall. It is to Eve 
that the serpent gives his attention. It is she who takes the fruit and 
eats. The identical poses echo the 'Siamese twin' effect and imply the 
double nature of man. As we have seen, the female element (Eve) is 
1 Timothy, 2, 14 el Adam non est seductus. 
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associated with the senses. If we then equate Eve, the female element 
in mankind, with weakness in withstanding temptation, Adam must be 
seen as the mind that should control the senses and desires. 
The fall scene can be interpreted as an allegory of the mind and 
the senses. While this was a common topos in written works, this is the 
first time it has been emphasised in just this way. Earüer works had 
brought the connection between Eve and the senses to the fore, but 
Adam's role was less clear. Generally speaking he followed Eve's lead 
and was drawn, reluctantly or not, into sin. Here the division between 
the senses and the mind is made clear. As in the St. Albans Psalter, 
there is an acknowledgement of sensuality in man's make-up. Adam sees 
and knows his weakness. It is his failure to govern his senses, his lower 
nature that causes disaster. The quotation from 1 Timothy continues 
mulitr aulem seducta in praevaricatione Juit: the transgressor is the woman, 
or the female element, and this medallion is a clear warning that the 
senses must be controlled. There is now a shift from the ninth century 
idea that the fall was man rebelling against God, pure and simple, to 
the cause of the fall being the senses rebelling against the intellect. 
The lower medallion on the left hand side shows the result of this 
rebellion. The expulsion is executed by the Logos, who pushes the pair 
out of the rather strange gates of paradise. The red nimbed Logos is 
central to the composition, and again Adam and Eve are huddled to 
one side, but not so completely as in the Moissac miniature. Eve holds 
a bunch of leaves before her genitals with her right hand and brings 
her left to her cheek. She turns gracefully to look back. Notably she 
has no breasts. Adam hangs his head and seems to be fighting the 
expulsion—he is half in and half out of the door, wrapping his left 
arm and leg around the portal. 
Continuing the chronological progression we come next to the central 
lower medallion, the sacrifice of Abel. This echoes the colouration and 
simplicity of the upper central medallion and shows the youth kneel-
ing, in his arms a lamb. His gaze is directed to the central figure of 
the Logos. The serenity of this scene is in direct contrast to the last 
scene, (fig. 39) In this Abel on the left has fallen and lifts his hands to 
protect his head, which is already bloodied, and is pushed down by 
the claw of the monster holding the medallion. On the right, clad in 
bright red, Cain holds a club over his head preparatory to bring it 
down on his brother. The appearance of Cain is in complete contrast 
to the delicately drawn features of the Logos, Adam, Eve and Abel. 
He is shown in profile with a large jutting nose, bulging eyes and red 
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hair. It seems to be a common tradition that the mark put upon Cain 
by God was red hair, though there are other candidates for the mark, 
circumcision being the main one. I have not been able to trace any 
source that would have been available to the makers of Add. 14788 
that states Cain had red hair. Red hair seems to have been a mark of 
disfavour: the Egyptian god Seth was red-haired and red wigs were 
used to denote slaves in Classical comedies.104 Red hair, in the Middle 
Ages, was regarded as an attribute of the Jews, possibly because of its 
traditional derogatory connotations. Cain was regarded as a typos for 
Synagoga and interestingly enough, heresy, a point cogendy argued by 
Braude.105 I think we can take it that, in the absence of any specific 
references to the mark of Cain being red-haired, that Cain is being 
depicted here as the archetypal Jew and murderer. This conforms to 
the tradition of Abel as typological Christ. In this initial this is made 
explicit. We are not shown the sacrifices of both brothers, as is usual, 
for example in Valenciennes Ms. 9, f. Iv. In the Pare Bible Abel kneels 
alone with his offering and looks up at God, holding his sacrificial 
lamb. The three central medallions of the vertical axis are linked, the 
Holy Spirit above, the Logos—though here probably seen as God the 
Father—in the centre and under Christ the sacrifice in the form of both 
Abel and the Lamb. Now the arrangement of the medallions becomes 
clear, on the left we have the human sphere, both before and after the 
fall; in the centre we have the divine. The right hand side is given over 
to the animals: and it is there Cain belongs. He was banished from 
the company of men, and according to one Jewish tradition that was 
certainly known in Middle English, although there is no indication it 
was known in this earlier period, the mark was horns on his head.106 
It is certainly not beyond possibility that Cain here represents both 
Jew and heretic, both often accused of bestiality. However I am not 
of the opinion that Braude's argument that dissatisfaction among the 
populace over tithes can account for the inclusion of Abel's sacrifice in 
this miniature. Not only is the 'non-payer' of tithes —Cain —not shown, 
but as work created for the canons themselves, rather than the general 
public as Braude's capitals were, such a point would be irrelevant. 
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Indeed, I would go so far as to say that few of the miniatures showing 
the sacrifice of the two brothers point to tithe disputes. 
The preaching of the first crusade had led to outbursts of anti-Juda-
ism, especially in the German lands, and it is possible that the popularity 
of depictions of Cain and Abel in the twelfth century had as much, or 
more, to do with this as the struggle about tithes—Jews were no longer 
exempt from paying tithes.107 While of a later date than Add. 14788, 
about 1170,108 the German version of Chanson de Roland is 'einen Kampf 
der Gottesstreiter gegen Satan, dem die Heiden dienen."09 The version 
of the Rolandslied found in Heidelberg Universitätsbibliothek, Cod. Pal. 
Germ. 112 dates from the end of the twelfth century and shows Ganelon 
wearing a cap often found to denote a Jew.110 Of greater relevance is 
the Oxford Chanson de Roland,U] dating from the same period as Add. 
14788. Its colophon states that the author is one Turold;"2 if this is 
Turold of Fecamp,"3 then the Bodleian manuscript is a copy of an 
older one, since Turold died 1098. This attribution is supported by the 
fact that the work is written in Norman-French."4 Fitz in his analysis 
of the position and rhetoric of Ganelon in the Bodleian manuscript 
describes Ganelon as 'typologicallyJewish.'"'' He suggests that the nar-
rative of Roland 'projects a new order of Christianity, which stands in 
relation to the pre-crusading order as the New Testament era to the 
Old Testament era.'"6 His argument makes clear that there is a stricter 
division between Christians and Others'—others being pagans, Jews and 
Saracens; the Chateauroux manuscript of Roland describes the Saracens 
as the 'lineage de Cain.'ul The relatively peaceful co-existence of Jews 
with Christians came to an end with the crusades. He concludes 'Abel's 
l l
" Braude, '"Cokkel in oure Glene Corn': Some Implications of Cain's Sacrifice." 
ιοβ Wilfried Werner, Omelia Heuklbergensia. 30 illuminierte Handschnfien der Universitäts-
bibliothek Heidelberg ausgewählt und vorgestellt von Wilfried Werner (Wiesbaden, 1975) 
100
 Ibid. 
110
 Brewster E. Fitz, "Cain as Convict and Convert? Cross-cultural Logic in the 
Song of Roland," MLN 113 (1998). 
111
 Oxford, Bodleian Library Ms Digby 23. 
112
 Ci/ait la geste que Turoldus dechnet. 
"
J
 Later abbot of Malmesbury and Peterborough, described by the Anglo-Saxon 
Chronicle as 'a very stern man'. 
I H
 For a reconstruction of the probable provenance of Ms Digby 23 see Andrew 
Taylor, "Was there a Song of Roland?" .Speculum 76 (2001). 
1,1
 Fitz, "Cain as Convict and Convert? Cross-cultural Logic in the Song of Roland," 
p. 813. 
"o Ibid, p. 812. 
^ Ibid, p. 814. 
346 CHAPTER THREE 
death, Christ's death, Roland's death, Pmabel's death are all necessary 
to convict Cain and his lineage literally... to restore difierence between 
pagan and Christian, and to convert and mark the new Cain with the 
sign of the Croisade."'8 
This excursion into the chanson de geste is to point out that the Pare 
Bible can be seen as a visual parallel of this line of thought. Adam and 
Eve are deceived by the rhetoric of the serpent, just as Charlemagne 
was induced to undertake the unwise action of accepting the word (and 
hostages) of the Saracens. Cain's murderous assault is the treachery of 
the 'other', the Jew, the more so since Cain was seen as a typological 
Judas, the ultimate betrayer. The lower centre medallion, the sacrifice 
of Abel prefigures Christ's sacrifice, made necessary by the actions of 
the others. While it would be far too extreme to say that Add. 14788 
puts the burden of sin on the Jews, there is more than a touch of 
anti-Semitism in the treatment of the sacrifice and murder. While the 
Germanic lands are generally regarded as the hotbed of anti-Jewish 
feeling in the twelfth century, it is clear from the Chanson and other 
sources this was certainly not confined to this area. Such fear and 
animosity that was aroused by Jews can be exemplified by the case of 
the death of William of Norwich in 1144."q The Pare Bible miniature 
by no means exonerates Adam and Eve, but makes a complex web of 
causes of sin. Not only does weakness lie within one's self, but there are 
external temptations that must be guarded against: the devil and his 
minions here explicitly Cain and his descendents—are out to under­
mine the Christian. Just as Cain slew Abel, the Jews were accused of 
the ritual slaying of William of Norwich and many others, just as the 
Jews slew Chnst. In the same way the devil tries to slay the Christian 
soul. The depiction of the sacrifice of Abel only, and its position in 
relation to the two medallions above it, adds a note of optimism. Not 
only has Christ sacrificed himself to bring about salvation, but the 
positioning of the medallions show the central and pre-eminent posi­
tion of Christianity: the left hand scenes show the fate of man under 
the Old Law, the right hand medallions show those who do not fall 
under God's law or reject it while the central medallions show the three 
aspects of the triune God, spirit, creator and sacrifice. 
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3.4 The Admont Bible, Vienna, Òsterreichische Nationalbibliothek, 
Ms. Sen η 2701 
This manuscript is one of the giant bibles, and is sometimes known 
as the Gebhardsbibel. It is dated about 1140 and comes from a Salzburg 
scriptorium;120 whether it was originally made for a Salzburg house is 
unknown. Marginal additions in the form of hymns suggest that it was 
intended for a Cistercian foundation and that of Heiligenkreuzen has 
been suggested.121 In the late twelfth or early thirteenth century it was 
at the monastery of St. Peter in Csatar, Hungary.122 Despite the name, 
Gebhard's Bible, it is impossible that it was donated to Admont by its 
founder, Gebhard, the pohtician so deeply involved in the investiture 
contest. Gebhard died about half a century before the making of the 
Bible. Cahn is of the opinion that the Bible donated by Gebhard to 
Admont was an Italian giant Bible, whose format may have influenced 
the two early giant bibles from Salzburg, the Admont Bible and the 
slightly earlier Michaelbeuern, Stiftsbibliothek, Cod. Perg. 1. The large 
size of the Admont Bible has given some doubt as to its function, 
whether it was used for the liturgy as well as for readings in the refec­
tory. While the rule of Benedict stated that the lectio continua must be 
observed the huge format of the Admont Bible makes uncertain that 
it was taken from church to refectory.123 
Welchen 'Wert' diese Bibeln [giant bibles] darüber hinaus als Emana-
tion einer die Einheit der biblischen Bucher propagierenden kirchlichen 
Reformbewegung bzw. Als reliquienartig verehrtes Stiftungsgut, das mit 
den Anfangen der religiösen Gemeinschaft verbunden war, haben konnte, 
wurde schon angsprochen. 
Welche Funktion die Admonter Bibel van Beginn an primär innehatte, 
lasst sich niet mit Bestimmtheit entscheiden. Wie die oben genannten 
Beispiele fungierte auch sie sahr wahrscheinlich als Stiftungsexemplar, 
das jedoch keinen bestimmten Empfanger mit Sicherheit zugeordnet 
werden kan. 
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Fur den litugischen Gebrauch bietet die sorgfältig redigierte Abschrifle de 
Admonter Bibel jedenfalls alle Voraussetzungen. Im Vergleich zu anderen 
bibeln der Romantik... ist der bibeltekst vollständig wierdergegben. 
The two Bibles now in Vienna and Michaelbeuern differ somewhat 
in their representations of creation. The Michaelbeuern manuscript, 
sometimes called the Walter Bible, shows the six days of creation as 
six separate scenes on f. 6r. Whatever Italian influence there may have 
been, the style is clearly derived from Ottoman miniatures. The work 
of the sixth day is unusual since it implies that this was the creation of 
both man and woman. Adam and Eve sit side by side on a rock gazing 
at a nimbed Logos who clutches a scroll in his left hand and makes a 
commanding gesture with his right. While it is possible that this could 
be seen as the instruction to by fruitful and multiply, the pronouncement 
of the prohibition on the eating of the fruit of the tree of knowledge, 
or even the giving of dominion, these interpretations seem unlikely. 
There is no suggestion of a tree or animals and certainly no pairs that 
would gives strength to such ideas. It would seem that the creation of 
mankind is shown and that would be in keeping with the other scenes. 
In that case it would seem to be a rare example of the Genesis 1, 27 
supplying the text—et creavit Deus hominem ad imaginem suam ad imaginem 
Dei creavit ilium masculum etfeminam creami eos. This is no 'hands-on' cre-
ation—in all the scenes except the creation of birds and fishes everything 
appears at the word and gesture of God. Not only do Adam and Eve 
stand for the creation of mankind, but also for all mammals; no other 
animals appear as products of the sixth day. Is this, then, a pessimistic 
view that groups man with the animals even before the fall? I think this 
is not the case. I suspect that the exigencies of space and the interest 
in mankind dictated the exclusion of the animals. Surely a pessimistic 
vision would have found room for the fall. 
The Admont Bible has a very different content of the creation min-
iature on f. 3v. (fig. 40) Like that of the Michaelbeuren manuscript, it 
is divided into six scenes. Here, though, the creation of plants, fish, 
birds and animals are conflated into a single scene. This makes room 
for a scene that was found in the longer Anglo-Saxon iconographie 
cycles and was to reappear in the cycles of the Prayer Book of St. 
Hildegard and Hortus Dehcarum—the fall of Lucifer. The examination 
of the creation miniature in the Admont Bible is made difficult by the 
amount of wear and damage it has sufièred, more than other minia-
tures. Notes have been added to the psalter that make it clear that this 
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was a bible with a liturgical function, which could explain the general 
wear, but not the greater extent of damage to f. 3v.'24 It is also difficult 
to determine whether the miniature was completed. Unlike most of 
the other miniatures it does not have gold background, and the red 
underdrawing is an essential part of the miniature as it now is. In the 
other miniatures it is scarcely visible and only occasionally plays a role 
in defining contours or features. Particularly puzzling are the outlines 
of angels in the bottom corners of scenes two and three that have been 
painted over with the background colour, but are still clearly visible. 
The symmetry of the design of four angels, one at each corner seems 
obvious, but then why were they not painted at least as fully as the 
upper angels? The context rules out any suggestion of 'dark angels', 
and more specifically the treatment of Lucifer shows that fallen angels 
were portrayed as demons. It seems more than probable that for some 
reason the original design underwent modification during the application 
of colour. Why this was, without further research, can be matter for 
speculation only. However, one reason suggests itself: the use of angels 
viewing creation and varying with the number of days is attributed to 
the Cotton Genesis recension, and was certainly used later in the San 
Marco mosaics. We have seen that the Carolingian Bibles also showed 
angels viewing creation. I suggest that both Carolingian tradition and 
design led to the inclusion of the four angels in these two scenes, but 
possibly someone felt that these may lead to confusion with those rep-
resenting the days of creation. Two angels flank the seat of God in the 
first scene, so perhaps it was felt that reducing the numbers to two in 
the following scenes would eliminate any confusion. 
Due to damage and wear it is difficult to determine whether the Logos 
is bearded in most of the scenes, but in this scene there is no doubt he 
has a small somewhat straggly beard. I think it is therefore probable 
that the faint marks on his chin in other scenes represent a beard. Again 
the wear on the miniature makes all the changes difficult to determine, 
but robes and toga change colour with each scene. Certainly His halo 
undergoes transformations, from red to blue, to blue-green to gold 
(twice) and back to red. In this first scene He holds a large blue-green 
book in his left hand and He holds up his right hand in a gesture of 
command. On the left a winged and nimbed angel holds a blue-green 
Andrea Fingernagel, 'The Admont Giant Bible,' p. 95. 
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orb in his left hand, his right held up, index finger extended, indicating 
God. On the right a similar angel holds up both hands and gazes at 
Lucifer who lies at his feet. This figure lies face down at the extreme 
lower right. It has much in common with the Anglo-Saxon devils and 
ultimately those of the Utrecht, having five horny spikes of hair. It 
raises its upper body on its elbows, but is only visible as far as the top 
of the thighs. In this way, just as in Junius 11 and the Old English 
Hexateuch, the creation of the world and the existence of mankind 
are attributable to the fall of Lucifer; this scene places man in a wider 
context. Not only is the creation of the world shown, but the reason for 
this creation. This speaks against the ideas of Anselm and his vision of 
man's place in God's scheme. Here man and his world are created as a 
direct response to Lucifer's rebellion. The scene does more than place 
man as the potential successor to the fallen angels, it creates from the 
very beginning the prospect of evil. Evil is already in existence and a 
potential threat to the new-made world and to mankind. Since this is 
a creation miniature this could also be conflated with the separation of 
light and dark, as this was a common theme —Lucifer symbolising the 
dark while the two angels on cither side of God represent light. The 
following scenes deal with the days of creation, the final scene being 
the creation of man. 
In this mankind is represented by Eve, and the event is watched by 
a deer, a cow and a sheep, peering from behind a tree on the extreme 
left. Above, a winged and nimbed angel watches from heaven. The 
Logos stands holding up his left hand, before a sleeping Adam. Adam 
sits rather than lies or reclines, his head resting on his left hand. The 
Logos reaches out with his right hand and grasps the wrist of Eve. She 
seems to float up out of Adam's side from under his arm, emerging as 
far as her thighs. She looks up at the Logos, arching her body backwards 
to do so. Again Eve is seen as a removable part of Adam, a part that is 
not shaped or called into being by the Logos, but called forth by him 
to lead a separate existence. He draws her out of the sleeping male, 
almost like a conjuror pulling a rabbit from a hat. This quality, almost 
a magical quality, is seen in other scenes of the creation of Eve. While 
she is frequendy drawn forth by the Logos holding her wrist, in at least 
two manuscripts, Harley 4772, f. 5r, and the Danish manuscript now 
in Berlin, Theol. lat. fol. 149, f. 3r, the Logos brandishes Adams rib, 
rather like a magician's wand, and causes Eve to emerge from Adam. 
Eve is called forth and made visible: an element of mankind is known 
to God, Who makes this known to the reader. This female element is 
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revealed as both existing and separable. This contrasts with the immedi-
ate revelation of both male and female in the Michaelbeueren manu-
script and the earlier works in which Eve is shown as a secondary but 
independent creation. Abelard described Adam as being 'at once her 
[Eve's] husband and father,"" thus her origin, but separate from her. 
Abelard use of 'parentum' may seem in contradiction to the idea that 
Eve was a part of Adam that was removed, but is in fact analogous. 
The view of the parts played by the sexes in conception was that the 
female provides the stuff (menstrual blood), while the man supplied the 
form or soul. Mankind is both soul and body and the division is here 
made apparent. The fact that the Logos draws the female out of the 
male can be regarded not only as a divine sanction of the separation, 
but a positive command. 
4. The Attitude to Sin in the Late Eleventh and Early Twelfth Centunes 
To what extent can these four manuscripts be described as typical and 
in how far do they agree with written sources of the period? What shifts 
in attitude, if any, can be seen? The manuscripts of this third cluster 
are far less homogeneous than the two previous clusters. In the first 
cluster all the manuscripts originated in the lands of Charles the Bald 
and were in some way connected with his court, while in the second 
cluster the Anglo-Saxon influence was strong, and all were products 
of the monastic reform movement. The manuscripts presently under 
consideration can again be described as products of reform move-
ments, but the emphasis is on the plural, and their geographic origins 
stretch across Europe—Salzburg, Dijon, Leuven to St. Albans. Their 
original owners vary too; the Bible of St. Bénigne and probably the 
Admont Bible were intended for Benedictine monasteries, the Pare 
Bible for a Premonstratensian house and the St. Albans Psalter for a 
female anchorite. In itself this diversity implies a wider concern for the 
subject, and this is reinforced by the different contexts. The St. Albans 
Psalter's miniature has no direct relation with the text; that of the Bible 
of St. Bénigne rests on a complex theological and typological basis; 
Add. 14788 has a direct relation to the text, while that of the Admont 
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Bible is an introductory miniature depicting the opening matter of 
the text. There is little variation in the scenes of the creation of Eve, 
and the interpretations and implications have already been discussed. 
Interesting is the chief deviation found among the fall miniatures: this 
is the role played by the devil in the St. Albans Psalter: this can be 
linked direcdy to the emphasis given to Satan both visually and ver-
bally in Anglo-Saxon manuscripts, but it can also relate to the 'female' 
as being weaker and more prone to sin. While it is possible that the 
Satan plus serpent figure apparendy relates to the text in Timothy that 
woman was deceived, the fact that Eve looks direcdy into the eyes of 
the serpent combined with the iconographie programme of the St. 
Albans Psalter make this unlikely. I suggest that this is more akin to 
the scenes of the creation of Eve where the weakness that can lead to 
sin is made visible. In all these cases there is an acknowledgement of 
temptadon, weakness, and the imperatives of the body and the world 
are not denied, but revealed so that the reader may be forewarned 
and so forearmed. In other manuscripts, such as the Admont Bible 
and the Tournai manuscript mentioned below, the fall of Lucifer is 
brought into relationship with the creation of the world, but also acts 
as a reminder of the evil in the world. The St. Albans Psalter expresses 
this evil and its threat to mankind more direcdy, making it conceptually 
a descendent of Junius 11. 
The special and close relationship between man and his Creator 
has vanished. Mankind is now a part of creation as a whole. Perhaps 
the only expression of the 'hands on' Creator is to be found in the 
late eleventh century Lobbes Bible.'2e (fig. 41) In this the six days of 
creation are shown from the bottom, with the cross-nimbed Logos 
shown resting on the seventh. Interestingly, like the Admont Bible, 
the creation of the world is linked to the fall of Lucifer, who is shown 
tumbling from the bottom of the initial. Here the work of the sixth 
day is represented by various animals that look on while the Logos 
grips Adam by the shoulders. Adam is bearded and looks his Creator 
in the eye, his arms spread out before him. The way in which the two 
figure lean towards each other, the closeness of their heads, give an 
impression of intimacy and the special relationship between man and 
God. Here again, we can see the importance of recognition, not of the 
weakness and sensuality of man, but of this special relationship. Adam 
Tournai, Bibliothèque du Séminaire Ms 1, Γ. far. 
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recognises, knows and acknowledges his God, while the Logos, by his 
tender bearing, displays the special place this creature will play in his 
plans. This tender attitude differs from that in the ninth century works, 
where man and God were shown as partners, albeit unequal partners 
in a social contract. Here, despite the fact that Adam is bearded and 
the Logos is not, the relationship depicted is far more that of a parent 
and child. This affectionate bearing contrasts with the commanding 
attitude of the Logos in the slighdy later manuscripts of the first half 
of the twelfth century when Eve represents the creadon of mankind. 
The creation of Eve is hinted at by the rib held in the left hand of the 
Logos, behind Adam's head. Does this imply that man is unaware, at 
this point, of the weakness in him? The twisting, falling Lucifer reminds 
the reader that evil still exists. Again there is the idea that the devil 
represents darkness and that the separation of light and darkness was 
synonymous with the fall of the devil. The devil here shows many of 
the characteristics of earlier representations of death or demons. His 
spindly body and legs stem from the demons of the Utrecht Psalter, 
the tail and claws are reminiscent of the Mors in the Leofric Missal, 
and his heavy features come from the giant death of the Utrecht The 
twisting, almost misforming, brought about by the fall brings to mind 
the falling angels of Junius 11 and the Old English Hexateuch. The 
placing of the figure sets it outside creation, but still touching on it. 
The Lobbes Bible can be seen as a transition not only between the 
time when the creation of man was represented by Adam, but a period 
of greater distance between God and man and the closer relationship 
between God and the individual.127 
The special relationship is reserved for God as Redeemer, the loving 
and forgiving God who claims those who are penitent and continually 
struggle to follow him, despite occasional backsliding. The relationship 
now is not between mankind and God, but between the individual and 
God. Man's responsibility for the state of his soul is just as great as it 
was a century earlier, but he is less severe with himself. He recognises 
'•" The slightly later Bible of Stephen Harding, Dijon, Bibliothèque Municipale Ms 
14, 1109-1 111, has on f 76r an initial that shows the creation of Adam The shaping 
aspect is very apparent in the way in which the Logos moulds the knee of Adam who 
sits in the mud from which he is made However, the loving relationship between man 
and his Maker is not expressed here Both figures concentrate on the act of shaping Nor 
can we regard this as the work of the sixth day, since this is not a creation miniature 
in the sense of the others we have considered in this chapter, but the opening to the 
descendants of Adam (Conflation chapters 5 and 10 of the Vulgate Genesis) 
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his shortcomings and trusts God to forgive and help those who truly try 
to follow his ways The relationship is no longer that of a feudal lord 
and his vassal, a question of loyalty and mutual obligation, but that of 
a loving parent who can forgive the lapses of a child, and will help and 
raise that child Perhaps the conflicting loyalties between Church and 
state revealed by the investiture contest, when both Pope and Emperor 
claimed to speak for God, increased the tendency to regard religion and 
the relationship with God as personal and individual, at least among 
those seeking spiritual comfort and salvation 
The miniatures deal more kindly with Eve than those of the previ-
ous cluster She is no longer a seductress, delighting in her power and 
sexuality She is by no means absolved and the sexual connotations 
remain, the tail of the serpent that winds between her legs in the Bible 
of St Benigne is a good example The rather less hostile attitude to 
women reflects a general attitude 128 
In the late eleventh and early twelfth century women played a larger role 
in the life of the church than at any other time in its history except, per-
haps, for the fourth and fifth centunes Women from all ranks of society 
not only supported religious instituüons but also participated in activities 
that in other penods were regarded as the prerogaüve of men Many 
respected churchmen were on familiar terms with holy women, and a 
few danng male and female hermits lived together in a chaste union 
known as syneisaclism Women at this time were regarded (among other 
by Abelard) as spiritually (though not physically) equal to men and had 
high prestige as visionaries 
The miniatures are more conservative than this picture painted by Con-
stable Eve was absolved from dehberate malice and wanton sexuahty 
but shown still as weak and prone to sin Occasionally she was given 
a place by Adam's side, such as in the Michaclbeueren miniature or 
in the Worms Bible129 where the creation of Eve is the counterpoint 
to the Fiat Lux medallion and the Logos holds a banderol with a para-
phrase of the words from Genesis 2, 18 non est bonum esse hominem solem 
faciamus ei admtonum similem sui Such wnters as Abelard were influential 
and, in some circles, highly regarded, but his unorthodox notions were 
shocking to many I would suggest that while the average clenc or monk 
may have been less savage m his distrust of the female than a century 
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earlier, he still regarded women and sexuality as deeply disturbing. As 
we have seen, the idea of Christ as mother, or even bishop or abbot 
as mother, was never part of the visual vocabulary of the period. The 
spiritual qualities of the religious and chaste woman, whether nun, wife 
or mother, were acknowledged, but the 'female' weakness, the lure of 
the senses and the demands of the body were recognised and faced. 
Women remained a danger. Those chaste incidents of syneisactism 
mentioned by Constable and other chaste unions were a means of test-
ing resolution and chastity, which meant that the pull of sexual feeling 
was recognised. We have only to look at Christina of Markyate to see 
how the struggle was regarded and how much of a triumph it was to 
be able to resist this particular form of temptation. The awareness of 
sexuality was not diminished, perhaps it was even increased, by this 
open acknowledgment. 
The following can only be regarded as highly speculative but may 
perhaps explain why some of the burden of guilt and blame was lifted 
from the shoulders of Eve. Mention has already been made of the anti-
Judaism that accompanied and followed the first crusade. However there 
is a marked increase in the incidents of the depiction of the murder 
of Abel by Cain. The subject had been part of the larger narrative 
cycles and, as we saw, it was included as one of the few Old Testa-
ment subjects in the Odbert Psalter. This period saw it taken up into 
the Genesis initials and miniatures, linking it firmly with the fall. The 
scene in the Pare Bible has already been discussed but this was certainly 
not a solitary case. The scene appears on f. 7r of Douai, Bibliothèque 
Municipale, Ms. 1 as part of the Genesis initial. In this miniature the 
axis is the cherub with the sword that divides the upper two scenes 
from the lower. In the top scene a cross-nimbed Logos, standing on 
an orb on which a Τ map is drawn, presents Eve to Adam. Under is 
the scene of the fall, in which the fruit is clearly no longer a fig, but 
an apple. Two fruits are shown, one held by each of the human pair 
and that of Eve having been bitten into. This is one of the miniatures 
that hint at sexuality as cause for the fall, by bringing the movement 
of the eye from the dragon-headed serpent to Eve's genital area. The 
cherub demarcates the time before and after the expulsion. It is interest­
ing that neither the creation of mankind nor the expulsion is shown, 
but the miniature gives a great degree of emphasis to Cain and Abel. 
In the sacrifice scene there is little difiërence between the brothers, but 
the final scene shows a brutalised Cain in the act of murder. Here the 
difièrence in size and copious blood lend an air of horror. Cain's skin 
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has been darkened and his hair is now reddish instead of the blond 
of the previous scene, he sports a beard and his features have been 
coarsened. 
The curious page from the Homilies of St. Basil made for St. Lambert's 
Abbey, Liessies, like the Pare Bible, shows Cain with red hair.130 This 
page is very different from other works and as such deserves some con-
sideration, if only to add another dimension to the more typical works 
and to perhaps throw a light on the complex attitude to guilt and sin 
in this period. The abbey was founded in 790 but fell into disuse. In 
1095 Theodric of Avenes, on whose land it stood, brought Benedic-
tine monks to reopen the abbey. The page dates from roughly the first 
half century after this and before its period of greatest renown in the 
thirteenth century, nevertheless it is a work of considerable refinement. 
In style it is similar to the better-known Liessies Gospels of 1148, both 
works being notable for their symmetry, careful drawing and calm 
design. The Paris page is clearly unfinished, but there is sufficient to 
reveal an unusual emphasis in the iconography, (fig. 42) On the left St. 
Basil stands, a book in his left hand, while the crosier in his right hand 
bores through the mouth of the devil on which he stands. Next to this 
is a large miniature consisting chiefly of linked medallions, some still 
empty and the majority incomplete. At the top of the central section 
the cross-nimbed Logos stands hands outspread; at his feet is the tree 
of life filled with fruit, with under the personifications of the four rivers 
of paradise. Moving downwards there are two sets of double doors, one 
over the other, and between them an angel brandishing a sword in his 
right hand and holding the heavy chain that links the locks on the two 
sets of doors. Once again we have the angel marking where earth and 
paradise divide. At the bottom of the central section is a most curious 
scene. It is set in a quatrefoil shape and in the uppermost part we see 
the bust of the nimbed God. In his hands is an unwritten banderol 
that curves over a tree and down to the knees of the two figures sitting 
on the curves at either side of the quatrefoil. The tree bears fruit and 
round its trunk winds a fat, pink, stomp-head serpent, its head towards 
the woman seated on the right. If this is a fall scene, it is very unusual: 
both the man on the left and the woman on the right are fully clothed 
and neither touches a fruit. This is one of the least finished parts of 
the miniature, and it is possible that text on the banderol would throw 
Pans, École Nationale Supeneure des Beaux-Arts, Ms 12 (single leaf) 
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some light on its significance. As it is, we can only try to interpret this 
from its context in the miniature as a whole. On either side of the 
central column of scenes there are seven roundels, alternating red and 
blue backgrounds. The lower six of these concern Adam and Eve's 
life after they have left paradise. Eve is shown in two of these, Adam 
in three and they both appear in one. Notably they are not dressed 
as in the bottom centre scene, but simply in loincloths. In the lowest 
two Eve is shown cutüng a plant, while Adam fells a tree. Above these 
Adam shapes wood and Eve grinds corn: in the last two Adam works 
the stony earth and they both work to build a shelter, Adam using a 
drill and Eve a mallet. This is clearly an unusual and extensive depic-
tion of the labours of the first parents. The next two miniatures show 
on the left God accepting the sacrifices of Abel and Cain, and Cain's 
murder of Abel. The two miniatures above these arc very similar. In 
both, the cross-nimbed Logos stands before a man, and they hold a 
banderol between them. The right-hand roundel from the text on the 
banderol is clearly God commanding Noah to build the ark, and this 
is born out by the last four scenes which show the building of the ark, 
the placing of the animals on board, the sending of the dove and finally 
the return of the dove with the olive twig. In my opinion the left hand 
roundel with the blank banderol is God putting the mark on Cain 
and ordering his banishment. In the two Cain and Abel scenes Cain 
is shown with red hair, as is the figure in this scene. Furthermore his 
pose is that of Cain in the scene below. The pose of the Logos in the 
two banderol scenes is, at first sight, identical, but close examination 
shows that in the right hand scenes he has two fingers outstretched in 
a gesture of command, while in the left hand scene there is only one 
finger, giving an impression of accusation. 
The two outer columns deal with life after paradise, the hard work, 
the first crime, the increasing sin that causes the flood, but it also shows 
God's mercy in giving second chances. Adam and Eve have to work 
hard, but they succeed in making for themselves food and shelter: and 
the earth and the human race survives because of God's command to 
Noah. In the light of this we can look at the two figures at the bottom 
centre scene again. They each clasp their wrist with their other hand. 
This, I think, is not to denote indecision, but restraint. The male and 
female there can indeed be seen as Adam and Eve beyond paradise, 
but they are also man and woman in the world. They are the inheritors 
of both human weakness and God's grace, but whether they accept 
the latter is their decision. As in other works the weakness, and, in this 
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case, the sinfulness of human nature is recognised—as is temptation, 
shown in the form of the serpent. Knowledge and acknowledgement 
of this is their defence, knowing they can be on their guard and liter-
ally hold their hand. 
In the manuscripts of this period Eve is dealt with, if not kindly, less 
severely. There is a new emphasis on Cain's crime. It has been men-
tioned in the previous chapter that Cain's crime was thought by some 
to be the decisive factor in the fall of man. It is possible that this new 
interest in showing the first murder shows a shift in the apportioning of 
guilt. Cain was identified as the archetypal Jew and this was linked, not 
only to the incidents described in Genesis 3, but brought into connec-
tion with the crucifixion of Christ. This is made clear in the account 
Thomas of Monmouth wrote in 1149-1150 of the slaying of William 
of Norwich and is taken up in the Anglo-Saxon Chronick.m 
In his [King Stephen's] time, the Jews of Norwich brought a Christian 
child before Easter and tortured him with all the torture that our Lord 
was tortured with; and on Good Friday hanged him on a cross on account 
of our Lord, and then buried him. 
This accusation of ritual murder was a new phenomenon and 'the 
accusation at Norwich was an independent creation, and the myth 
which inspired deadly attacks against Jews for centuries to come was 
an expression of the distinctive culture of twelfth century Europe."12 
Langmuir credits the myth of Jewish ritual sacrifice to Thomas of Mon-
mouth and his desire to serve William of Norwich for his own salvation. 
Thomas extended the complot to murder a Christian youth to Europe. 
He claimed to have heard from the Jew, Theobald of Cambridge, that 
Spanish Jews met each year in Narbonne to decide in which place the 
ritual sacrifice to show their contempt of Christ and to revenge them-
selves for their marginal position should take place. In 1144 this place 
was Norwich and all the synagogues in England knew of it.131 It seems 
on the face of it that such wild tales would find little credence, but 
clearly they did so and this implies a willingness to believe and a general 
anti-Semitic tendency already in place. This seems to have spread with 
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the first crusade: Epstein finds traces of anti-Semitism in Macedonia 
and attributes it to the crusader influence.134 There was a dichotomy 
in attitudes to the Jews; theoreücallyjews were tolerated in canon law, 
and here we can think of the Decretum Gratiam of c. 1140.n'' 
The concept of iolerantia was chiefly developed as an answer to the ques-
tion of how ecclesiastical authorities should deal with the practices of 
Jewish religion Jewish ntes were considered an evil that had to be toler-
ated, the major evil that was thus prevented was the forced conversion 
of the Jews, for conversion to Christianity had to be a mailer of free 
will . The same arguments for tolerance applied to other unbelievers, 
notably Muslims Canon law mostly treated Jews and Muslims under 
the same heading. 
This attitude compares with much of what happened in practice dur-
ing the early twelfth century. Writing of those setting forth on the first 
crusade Richard, a monk of Cluny wrote:136 
Yet before proceeding thither (to the Holy Land) they crushed the Jews 
through almost all of Gaul, except those who wished to be baptised, in 
great slaughter For indeed, those who had taken up arms against the 
rebels of Chnst.. said that it would be unjust that they should permit 
the enemies of Chnst to live in their own land 
The attitude to Jews is also linked to a fear of sexuality and abhor-
rence of bodily functions. Guibert of Nogcnt expresses his revulsion 
for such matters, particularly in respect of Jewish and Muslim bodies. 
'This is not surprising given the widespread importance of the body 
as a locus for the expression of medieval anti-Semitic ideas and senti-
ments.'137 Guibert relates several incidents that connect Judaism to sex 
and sexual perversion, from a monk, under the influence of a Jewish 
doctor making a libation to the devil of his own sperm and tasting the 
same, to the Judaizing' Jean of Soissons who kept holy vigils only to 
rape women coming to make their own vigils n 8 Sexuality and sexual 
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temptation was linked to Jews, perhaps thereby, in a period of extreme 
anti-Judaism, taking some of the blame for such sin from women and 
redirecting to the Jew. Jews, in Guibert's work, present a vague but 
omnipresent menace. Not only are they perverse in themselves, but 
their malevolence drives them to try to seduce the Christian. Black 
magic, perverted sex, dubious medical practices were all attributed to 
the Jews. Kruger sees Guibert's anti-Semitism as a means of reaffirm-
ing Christian identity. This can be taken a step further by considering 
the place of the 'other' in medieval life and iconography. Borrowing 
the concept of the 'other' from anthropology, the almost ritual ban-
ishment of sections of the community that are 'diSerent'—sodomites, 
prostitutes and Jews—can be seen as helping to define what a Christian 
was, by setting him against what he is not. This argument can also 
apply to women, or the female. Medieval Christian society was male 
orientated. Most theological and didactic works were by men, and most 
often celibate men. For them, women were the 'other', but more than 
that, female meant the weakness that the Christian must overcome. By 
associating sin, sexuality and femaleness these elements could be put 
together to create not just a scapegoat, some thing to blame for man's 
sinful condition, but a defined area that could be seen and recognised 
and therefore guarded against. This female element was not confined 
to women, and women could aspire to become 'men in their souls.' In 
the late eleventh and early twelfth centuries women as individuals and 
positive female qualities were recognised as having great worth. Their 
intrinsic weakness and the 'female' in everyone remained something 
to guard against, but at the same time there arose the wave of anti-
Jewish feeling. Whether the two were connected is impossible to say, 
but I suggest that as a result of both, for a time at least, the Jew took 
over some of the burden of guilt laid on Eve. 
The burdened Jew was quite literally depicted in this period. Gaston 
rV Le Croise, one of the more prominent crusaders, began the building 
of the cathedral of Oloran-Ste-Marie about 1102 after his return from 
the Holy Land. The most famous part of the church is the troumeau 
of the portal held up by the two 'enchaînés'. Perhaps because of the 
crusader connection these have been identified as Saracens. However, 
consideration of their clothing points to them being Jews.139 If the 
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Oloron figures are compared to those of the severely damaged troumeau 
of Aries cathedral we can see a strong resemblance in attitude. Aries 
has four figures supporting the column, none of whom could be mis-
taken for Moors or Saracens. It is more than possible that the heavy 
features of the Oloron figures have misled people into seeing negroid 
facial characteristics: however the heavy or brutalised features seem to 
be a general mark of evil and given to any enemy of Christ. In these 
publicly available sculptures a particular enemy of Christ, the Jew, 
is marked out and undergoes the punishment of supporting Christ's 
edifice. The 'other' is identified, his fate made apparent and that can 
act as a warning to all those who would be seduced by the presumed 
wiles of the Jews. The Jews presented an obvious and topical scapegoat: 
Jews and Muslims were brought under one heading, that of a defeated 
enemy. Jerusalem was in Christian hands, but the crusader kingdoms 
were under pressure and, as every government knows, one of the most 
effective ways to engender enthusiasm for a war is to brutalised and 
dehumanise the enemy, to pile blame on him. 
The miniatures we have discussed bring Cain's role to the forefront 
and by giving him red hair he is clearly identified with the Jews. The 
early twelfth century miniatures do not show Eve as deliberately seduc-
tive, but they do show the violence attributed to the Jew. Eve and 
'female' weakness are not absolved from blame, nor is Adam shown 
as guiltless, but their fall is given in a relatively straightforward man-
ner. In some miniatures the role of the devil is emphasised, both as 
the cause of creation and as the existent evil in the world. To a large 
extent the miniatures reflect what was written in texts of the time, the 
kinder attitude towards women and 'femaleness', the anti-Judaism, the 
general feeling of optimism and the recognition of human weakness. 
The chief discrepancy is the relationship between man and God. The 
texts show this to be loving, individual and private, basically a parent-
child relationship. The miniatures show a distant God, one that creates 
by the power of the word, and then retires, or appears only as a judge. 
In my opinion this is the result of the change of emphasis from God 
the Creator to God the Redeemer, when the tenderness of the texts is 
expressed in the scenes of the crucifixion and lends itself far better to 
private and intimate devotion. God the Redeemer is the God of the 
individual. God the Creator is the God of mankind. 
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5. Death in the Late Eleventh and Early Twelfih Centuries 
The early eleventh century's ambivalent attitude towards death devel-
oped in various ways in the following decades. The optimism displayed 
in the Uta Codex remained, but found new forms, or rather, it adapted 
older ones. However, this was tempered with warnings that often took 
a form similar to a triumph over death, but showed the uncertainty of 
this triumph. The demonic quotient increased still further, as did the ties 
with sin and hell. Indeed, at first glance the visual personifications seem 
to be fully oppositional and horrific. Of the two basic anthropomorphic 
types found in the earlier decades the demonic becomes dominant, while 
the dragon makes a re-appearance in a difièrent context. Whatever form 
death takes, it combines the aspects of sin and horror with hope and 
humanity. Versions of the super aspidem motif dominate, but this shows 
two complementary trends, tending to take this further from Christ, 
and tying death ever more closely with sin. The dragon is the most 
common form of the creature trampled upon, but other beasts and 
demons are found, and in one case human figures.140 In proportion, 
the number of manuscripts with a figure that can be seen as death 
at the foot of the cross is very much smaller. In general during this 
period the chalice, either at the foot of the cross or held by Ecclesia, 
is used as a symbol of eternal life, rather than the defeated figure of 
death. Occasionally the snake or dragon and the chalice are found in 
combination, such as on f. 35r of a manuscript in the Vatican.141 In 
place of a dragon or serpent, the cross impales a medallion in which 
is found a demon on f. 77r of a manuscript in Berlin.142 The increased 
optimism of the period is shown in the fact that once again the dead 
rising from their graves are depicted under the cross. This can now 
be combined with a reference to the harrowing of hell, since in some 
manuscripts Adam, no longer a symbol of mortal man and death, 
but the first father, is explicitly named.141 The number of illustrated 
apocalypse manuscripts is never great, and in this period is confined 
to Oxford, Bodleian Library, Ms Bodley 352 and Liber Floridus. The 
oldest known copy of the latter, generally thought to be the autograph 
version, is in the University Library, Ghent. However the miniature of 
l w
 London, British Library Ms Lansdowne 383, f. I08r. 
'
4I
 Vatican, Bibliotheca Apostolica Regina Ms latino 12. 
142
 Berlin, Staatsliche Kupferstichkabinet Ms 78.A 1 
l4J
 E.g. Berlin, Staatsbibliothek Ms Lat.qu.198, p. 320. 
KNOWING THE ENEMY, THE BATTLE WITHIN 363 
the four horsemen of the apocalypse is missing in the Ghent manu-
script, so here the Wolfenbüttel manuscript, which is fairly faithful to 
the older version and still lies within the period under consideration, 
will be examined.144 The figure of death disappears almost completely 
from the harrowing of hell scenes. It is still to be found on f. 24r of the 
Winchester Psalter.145 This shows Christ, accompanied by a winged and 
nimbed angel, bringing forth Adam, as the first of the fathers, from the 
hell mouth, while Eve clutching the crux hastata looks on. Three figures 
lie at the entrance to the hell mouth, a large bound figure with cloven 
hooves that can be identified as Satan, a second darker and rather 
bear-like figure, which if we consider Mcodemeus, must be Hades, and 
finally a small serpent. This serpent is trampled under Christ's feet and 
is thereby identifiable as death. In the St. Albans Psalter, p. 49, we see 
Satan bound and three small, dark demons standing on the hell mouth, 
looking over their shoulder in dismay as Christ leads forth the fathers. 
It is impossible to distinguish any of these as death and in my opinion 
they must be regarded as generic demons. 
5.1 The Dragon Defeated 
For the first urne we can say that there is a dominant image of death, 
that of a dragon being trampled upon. This can take the classical 
form of Christ trampling on the beasts, but other and varied forms 
are used.146 In considering these forms we must take into consideration 
how the defeated figure is portrayed and whether it is conflated with 
or elided to other forms that alter or modify the reading. This period 
saw an enormous proliferation of the defeated dragon: it is the most 
common beast trampled, sometimes two together,147 but other beasts 
are to be found,148 as are human figures and demons or devils."0 As 
well as being intrinsic to the original super aspidem motif the use of the 
dragon had both pragmatic and decorative value in this period. The 
great increase in the use of inhabited and historiated initials enabled 
artists to fully exploit the possibilities of imaginary beasts. In many 
m
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cases these are purely decorative, but the theological significance of 
various animals and birds also meant that they could be used to add 
another dimension to an initial. The dragon was especially suitable for 
forming the tail of the letter Q.and being shown beneath the feet of 
either a sitting or standing figure. Long tails and necks enabled them 
to be twisted or entwined to form other letters or to be almost hidden 
in, or indeed part of, elaborate vines or foliage. 
In this period Christ as victor over the dragon of death loses ground 
to other figures claiming that victory. The most common of these are 
saints150 or Bible personages such as David,'^ closely followed by the 
archangel Michael. The depictions of Michael give rise to a number of 
questions. Firstly, while a number of these can be seen as truly trampling 
on the dragon—and spearing it—others show only Michael slaying the 
beast, such as in the earlier Tiberius Psalter. In such depictions as Tours, 
Bibliothèque Municipale, Ms 321, f. 29v we can speak of a variation on 
the classic theme, (fig. 43) In other works Michael slays the dragon, but 
does not trample it as can be seen in the initial A to the Apocalypse in 
the Bible of Stephen Harding. '^ (fig. 44) The question is how far can 
such depictions be regarded as the defeat of death? The obvious con-
nection is with both the apocalyptic struggle with the beast as described 
in Revelation 12, and the earlier struggle in which Lucifer was cast out 
of heaven. However, the iconography does not fit exactly with either 
of these. Traditionally the fall of Lucifer shows a demonic figure and 
his followers being thrown down from heaven, as we have seen in both 
Junius 11 and the Old English Hexateuch. Perhaps somewhat closer to 
the initials considered here is a Mont St. Michel manuscript of the very 
late tenth century.'11 This shows the archangel spearing Satan, a figure 
clearly derived from the demons of the Utrecht Psalter, but this is not 
part of either the apocryphal account or the fall of Lucifer. Instead 
it is a presentation frontispiece in which the monk Gelduin offers the 
work to the monastery's patron saint. In this it is outside the narrative 
context and takes on the purely metaphorical meaning of the defeat of 
evil, and can, perhaps, be regarded as a step towards the initials of the 
later period. The various dragons defeated by Michael do not conform 
150
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either to traditional iconography or the description in Revelation as 
a being red, with seven heads, ten horns and seven diadems1''4—the 
traditional iconography frequendy omits the diadems. Nevertheless, 
these scenes—mosdy initials—would seem to refer to Revelation 12.7 
and 9.155 Perhaps the reference to the dragon being the great serpent, 
who is the devil and Satan, gave the early twelfth century artists the 
freedom to use the idea and expand upon it, conflating it with Revela-
tion 13.8 and the second beast to which the dragon gave his strength 
and was worshipped by all those who were not inscribed in the book of 
life.156 The connexion between death and the first beast that persecuted 
the seed of the Woman Clothed in the Sun seems to have been made 
earlier with the Leofric Mors, and, as noted earlier, this was very much 
the eschatological death, the death of the soul.lD7 
The traditional Christ trampling the beasts is still to be found in 
such manuscripts as Reims, Bibliothèque Municipale, Ms 295, f. 30v, 
but other elements creep in. On f. 305v of the Livre Noir we find a 
figure seated with two dragons under him.'18 In spite of the fact that 
this is a book of saints' lives, the figure must be identified as God, if 
not specifically Christ. The crosier and the plain nimbus could point 
to a bishop, but the mandorla and the arc upon which the figure sits 
tilt the balance of probability to this being a depiction of God. One 
of the most curious of the Christ versions is to be found on f. 108r 
of the Shaftesbury Psalter.lj9 (fig. 45) This shows a double Godhead, 
two figures both cross-nimbed and bearded, the smaller seated on the 
knee of the larger and holding an orb. The larger figure holds a ban-
nered crux hastata and both figures sit on an arc with their feet resting 
on three human figures under them, the crux hastata piercing the eye 
of the nearest. Two of these recumbent figures are crowned and the 
third wears a rich robe. The British Library declares this iconography 
to be the Pantocrator and Christ at the harrowing of hell with kings, 
l5
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a heretic or Judas at their feet.'b0 This is understandably brief, but 
seems to me to be more and less complex than the initial warrants. In 
many ways it is a very literal visual representation of psalm 109 that it 
illustrates. The two Christ figures with their hierarchical size disdnction 
are clearly an expression of Dixit Dominus Domino meo sede a dextns meis 
while the three figures are immicos tuos who are made into a footstool. 
These enemies and the orb surely refer to dominare in medio immworum 
tuorum and confregit in die irae suae reges. However, it is difficult to see how 
this could refer to the harrowing of hell, other than the trampling on 
death motif, but the British Library identifies the recumbent figures as 
kings and a heretic or Judas, not as death. A further objection is that 
the larger Christ holding the crux hastata, traditionally associated with 
the harrowing, and impaling the eye of the foremost crouching form, 
is the speaker, with the smaller Christ on his right and clearly intended 
to be the ruler. Psalm 109 can, however, be seen as a reference to the 
last judgement, depictions of which were beginning to be popular in 
the twelfth century. In this sense the figures under the feet of the two 
Christs can be seen as suffering eternal death, but not as that death 
itself.Ibl A curious factor is the insistence on the royal status of two 
of the figures. KauBmann has pointed out the proliferation of royal 
regalia in the Shaftesbury Psalter, but this is presented as a positive 
factor and related to God and the Virgin.162 KauBmann suggests that 
the Shaftesbury Psalter is, in fact, a copy of a manuscript made for 
the nuns of Shaftesbury Abbey and intended for Queen Adehza.163 It 
is possible, but unlikely that the two defeated kings could refer to her 
own unhappy relations with her husband Henry I and his successor 
Stephen. The theme of the initial is not entirely new. A forerunner can 
be found a century or so earlier in .ÄLlfwine's Prayer Book where on 
f. 75v we find the famous depiction of the 'Quinity'.164 The figures of 
the two aspects of Christ are augmented by those of the Virgin with 
the Christ Child on her knee, and the Dove of the Holy Spirit perching 
160
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on her head. The central Christ figure's feet rest upon a devil of the 
usual Anglo-Saxon type, naked with peaked hair locks, under which we 
find a hell mouth gaping. To either side of the hell mouth we find a 
naked human figure with bound feet. These are clearly labelled 'Arius' 
on the left and 'ludas' on the right. This is presumably the basis for the 
British library's identification of the foremost figure in the Shaftesbury 
Psalter as either a heretic or Judas. However, the Lansdowne figure is 
not naked, although at first glance this appears to be the case; he wears 
a pink robe with full sleeves and a gold embroidered neck. The two 
crowned figures cannot be immediately equated with the other figures 
in the 'Quinity' miniature. Nor can these three defeated figures be fully 
equated with the crouching demon-like figure found in de D initial of 
psalm 109 in the Maidstone part of the Lambeth Bible made twenty 
years or so later.1,>Γ, In my opinion the three kingly figures can be better 
connected to the investiture contest and the general struggle between 
Church and king. The Lateran Council had ratified the Strasburg 
agreement only a few years before, and it may be assumed that feelings 
were still uncertain. England had known its own problems between 
Church and Crown. 
The seated and standing figures have further variations. The aspect 
of Christ's power in defeating death can be seen when he actually slays 
a dragon, in an attitude very similar to the depictions of Michael,1ω' 
while the majestas motif can be worked out with the dragon playing 
an extremely decorative role.167 The depictions of Christ triumphing 
over the dragon of death seem to have been particularly popular in 
northern France. An interesting variation from the same region is to 
be found on Rouen, Bibliothèque Municipale, 428, f. 24. This contains 
various works of St. Ambrose and was made at Jumièges at the end 
of the eleventh century, (fig. 46) It shows Christ with a dragon under 
his feet, but not striking the beast down, nor is he shown in majesty. 
Instead Christ is here depicted as a teacher. The dragon forms the tail 
of the Q_ and Christ rests his foot on its head. Although the inner oval 
of the Q is reminiscent of a mandorla, and was probably intended 
to invoke such an association, this cannot be regarded as a majestas 
depiction. Christ is seated on a throne, but shares the space with two 
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other figures, who are not even nimbed. These two figures, in spite of 
the short tunic of the left-hand one, must be seen as monks because 
of their tonsure. The one on the left holds an object on his knee that 
the Rouen library describes as a 'diptych', but is surely hinged wax 
tablets, and the instrument in his right hand is a stylus.'G8 This would 
be in accordance with the book held on Christ's knee and fact that 
the monk on the right has a desk on his lap and dips his pen into 
the inkhorn. The feet of this monk too, rest upon the dragon as he 
listens intently to Christ. These factors, along with Christ's teaching 
gesture, point to the fact that Christ is instructing the two monks. This 
instruction, given the dragon, must surely be how to emulate Christ's 
victory: Christ has defeated sin and death, but the victory should not 
be his alone. His sacrifice brings life only if his words are heeded and 
his ways followed. 
Rouen 428 forms a link with some of the depictions of saints, or oth-
ers, super aspidem. Another Normandy manuscript from Saint-Pierre de 
Préaux, and perhaps a little later, contains part of Gregory the Great's 
Moraha in Job and shows a monk, possibly Gregory himself, seated at 
a desk, writing.1Μ He inhabits, once again, the letter Q , the body of 
the initial being formed by two dragons that are joined at the tail. 
Gregory's footstool rests on the join, while the tail of the Q is formed 
by a third dragon biting into the common tail. These versions of the 
super aspidem motif give a new aspect to the instruments of battle against 
sin and death the written word. Numerous saints are shown with a 
dragon at their feet and emphasis is laid on the status of the saint and 
his authority due to the written word, and especially Holy Writ. On 
f. 2v British Library, Royal 6 B.vi, we find St. Ambrose in the initial D 
seated, blessing and holding both crosier and book, his feet resting on 
the head of a dragon. Rouen, Bibliothèque Municipale, 539, f. 59r has 
St. Anselmus, feet again resüng on the head of a dragon, flanked by 
monks holding a codex and a scroll. A dragon slinks away under the 
feet of St. Jerome, shown writing,170 while a serpent is trampled by a 
tonsured bishop, probably St. Dionysius or St. Eleutherius, holding up a 
"'" Such wax tablets are to be seen in vanous manuscripts such as the Eadwine 
Psalter f 5v and in a French manuscript dating from c 1150, Copenhagen, Del 
Kongchge Bibhotek, NK.S 218 4°, f 46v The initial E is formed from the figure of 
Macrobius writing 
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book on f. 86r of the same manuscript.171 Another Norman manuscript 
of the Moralia in Job172 shows a scribal monk at his desk, pen and knife 
in hand, his feet resting on a dragon. These works, and others with the 
same theme of the scribe with a dragon under his feet, show clearly the 
importance attached to the written word in combating sin and death. 
We must remember that the majority of saints shown super aspidem are 
depicted calmly sitting or standing, blessing, writing or holding a book, 
not physically battling or wounding the dragon. The word of God 
and, if we consider such saints as Ambrose, Gregory and Anselm, the 
words of fathers and theologians, were not just a spur to the reader or 
even simply directives, but also armour. Christina of Markyate held to 
her virginity by reciting the psalms, and others testify to the strength 
of the scriptures as a means of withstanding temptation. Interestingly 
the defeat of death and sin spreads downwards from Christ. The super 
aspidem is no longer reserved for God made man, or even the heavenly 
creatures or saints that have proved their piety and holiness. The scribes 
in the two Rouen manuscripts, both probably older than the more 
famous Citeaux manuscripts in Dijon, show not only the importance 
attached to Gregory's work, but unnimbed scribes at work. It is pos-
sible, of course, that in both cases Gregory was intended, but it seems 
unlikely that, if this were the case, the figures would be unnimbed. I 
suggest that here we see one of the ways the ordinary monk can combat 
sin and death—by studying and reproducing the word of God and its 
exegesis. The super aspidem motif has descended from being reserved 
for Christ, through the heavenly being, Michael, and the holy saints, 
to the devout monk. This is very much in accord with the sense of 
optimism of the period, but it is more than that: it links the idea of 
God as a loving father who will forgive the repentant sinner to that 
of the need for that sinner to truly work for his salvation. 
5.1.1 The Cîteaux Moralia in lob, Dyon, Bibliothèque Municipale, 
Mss. 168, 169, 170 and 173 
Perhaps the most interesting depiction of the ordinary Christian who 
triumphs over sin and death is to be found in the Citeaux Moralia in 
Job. (fig. 47) This work made in the first third of the twelfth century 
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is now in Dijon and divided over four manuscripts. On f. 11 Iv of ms. 
173 the opening of book 29 has the initial D that is formed by a lion 
and a dragon, but the victorious warrior who stands in triumph on 
their heads is not Christ, or even a saint. The figure is not dressed 
as a monk and is not tonsured: his dress is that of a contemporary 
layman and he is armed with a sword and a leaf shaped shield. Can 
we then say this is the ordinary Christian who can follow in Christ's 
footsteps and overcome death? In his perceptive study of the Citeaux 
Moralia, Rudolf points out the importance of the audience for whom 
it was intended.173 He draws a distinction between the attitudes of the 
first and second generation Cistercians towards the vocabulary, both 
written and pictorial, of violent spiritual struggle, and to whom such 
expressions were addressed. The first generation, which produced the 
Moralia, addressed itself to its own community, while the second genera-
tion, typified by Bernard of Clairvaux, used such language 'directed 
to individuals or groups that were seen by the second generation as 
belonging to a less committed spiritual state than their own, not in those 
[writings] intended for stricdy internal consumption."74 Gregory had 
written the Moralia for monks and the Citeaux copy was intended for 
the monks of its own house. What must we then think of the distinc-
tion made between the figures that fight dragons—that on f. 11 Iv is 
only one of several—and the monks seen at their daily work? I am of 
the opinion that those figures, tonsured and in monks' habit, that chop 
down trees, cut corn and so on stand for the Cistercian order, with its 
return to the strict Benedictine Rule of poverty—their robes are often 
tattered—and manual work. The fighting figures, on the other hand, 
would seem to work on difièrent levels. They are, without doubt, milites 
Christi, not persons as such, but souls engaged in the fight against evil. 
The fact that the Dijon manuscripts were intended for internal use 
would indicate that these soldiers of Christ are the souls of the monks 
of the community. However, I think it is permissible to expand this to 
the soul generally. While it is true that the exhortations of the work are 
directed to the monks of Citeaux, the monks were men with human 
souls, so while we can say that in relation to the Dijon manuscripts the 
monks of Citeaux are shown to have the power to fight and conquer 
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sin and death, this also means that the human soul is capable of fight-
ing and winning. 
One figure is named, or seems to be named, by a titulus in the col-
lection and is to be found on f. 88v; not unnaturally this figure is Job. 
He forms part of yet another initial Q, the tail formed by a devilish 
figure with the titulus "Behemoth", and kneels before a crossed-nimbed 
Christ who holds a pair of scales, (fig. 48) The titulus "IOB" is to be 
discerned on the sword held in the kneeling figure's right hand. Christ 
stands on the head of Behemoth, making a new version of the super 
aspidem motif. Why is Behemoth used here, and what is meant by that 
usage? Behemoth is, of course, mentioned briefly in Job, but Gregory 
expounds more fully on it. In my reading of this initial there is a 
complex play of passages from both Job and the Moralia. Rudolf has 
shown that there 'is a vague relation between the visual vocabulary and 
the literality or sense of the text,'17' and that 'the artist...was forced 
to introduce imagery that was idiosyncratic, that came from elsewhere 
in the Moralia in Job, or that was external to it."76 In his analysis of 
the miniature on f. 88v.177 Rudolf idendfies elements of the miniature 
with the passage it introduces, but is clearly puzzled to account for 
the sword and has litde to say about the use of Behemoth instead of 
a more conventional dragon. However, there are other references that 
would account for these elements that are extraneous to the immediate 
text. In Chapter XV of Book 5 Gregory states Behemoth istius sub draconis 
specie, which would account for the particular form this initial takes, 
while Chapter XXIV deals with the spiritual sword and how it may 
vanquish Behemoth. The sword is linked to the scales held by Christ 
in verse 29 of chapter 19 of the Book of }oh—fitgile ergo afaciegladii 
quoniam ultor iniquitatum gladius est et scitote esse iudicum. In chapter 40 of 
Job it is described how God spoke to Job and told him to take up the 
fight against the proud and the mighty and how his own right hand can 
save him. The latter part of chapter 10 and chapter 41 describe the 
power of Behemoth and Leviathan. Job, by his patience in adversity, is 
able, though God, to bring down the proud. God's testing of him and 
his resolution in withstanding the wiles and horrors brought upon him 
by Satan bring him his just and due reward. The Moralia and the strict 
' " Ibid., p. 41. 
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monastic ideas prevalent at Citeaux emphasised the need for physical 
and spiritual trials, that the Christian soul may be strengthened and 
made firm in God. The message of the initial on f. 88v is that the 
Christian soul can, through God, triumph if it is prepared to be obe-
dient and faithful to God'7"—as the kneeling figure—and to fight evil. 
Christ has triumphed over evil, and in handing the sword marked iob 
to the kneeling figure he shows him that he should emulate Job, and 
gives him the means whereby his own right hand can save him. The 
figure emerges from the curve of the Q coming into the benefits of 
God's justice after his trials. 
Some copiously illustrated copies of the Moralia such as Paris, Biblio-
thèque Nationale, lat. 15675, made at AMgem about the same time as 
the Citeaux copy, show very literally the role of Satan in Job's troubles. 
There is no attempt to give a visual exegesis of either Job or Gregory's 
text. The Citeaux version shows a deeper theological level than this, 
stimulating the reader to connect various passages of both the Moralia 
and the Book of Job, and to reflect on the meanings in connection 
with his own life and hope of salvation. It is interesting to note that in 
another copy of the Moralia,119 slighdy older than the Citeaux version 
and roughly contemporary with the two Norman manuscripts,180 on 
f. 6r there is another initial Q which shows Job, covered in sores and 
sitting on the dung heap, being handed bread by his wife. Job's foot 
rests on the head of the dragon that forms the tail of the Q This is a 
curious beast, having an almost human head. It is still a far cry from 
the dracontopede that was to make its appearance in the depictions of 
the fall in the very late twelfth or early thirteenth century, but perhaps 
can be seen as a very early ancestor. The head of the dragon resembles 
in many ways that of the Utrecht giant. The beard and hair are less 
shaggy, but the bulbous nose and bulging eyes are present. This can 
be seen as imparting the same message as Dijon 173, f. 88v; through 
his physical and spiritual sufièring Job can conquer sin and death and 
be worthy of God. The use of Behemoth and the dragon, and indeed 
demons in super aspidem depictions, indicates that sin, death and evil 
generally were becoming ever more closely identified. Cyril of Jeru-
178
 It is interesting to note, especially in view of Gregory VII's letter to him, that 
William I of England is shown enthroned on British Library Cotton Domitian II, f. 22r 
his feet resting on part of a dragon's tail. 
179
 London, British Library Ms Royal 6 C vi. 
lëü
 Late 11th to early 12th century. 
KNOWING THE ENEMY, THE BATTLE WITHIN 373 
salem had written that Christ by his baptism had defeated Behemoth 
and Leviathan 'that the mouth of death might henceforth be stopped, 
and all might say, "O death where is thy sting? O grave, where is thy 
victory?" "81 Poesch points out that in the texts of the Liber Floridus 'the 
devil, the Behemoth, the Antichrist, the Leviathan, and the Serpent 
are interrelated or virtually one and the same, implying that each and 
all are facets of the power of the devil...'182 
5.2 The Demonic Death 
In this period the demonic Death takes three forms— the fourth horse-
man in the extant versions of the illustrated Apocalypse in the Liber 
Floridus manuscripts and Oxford, Bodleian Library, Bodley 352, as a 
variety of the super aspidem motif, and the death figure in the Eadwine 
Psalter.183 The Behemoth in Dijon 173 is indeed a demonic creature 
since there it has nothing reminiscent of the ox-like being described in 
Job, or indeed found in Liber Floridus.m St. Basil on the loose leaf of 
Paris, École Nationale Supérieure des Beaux-Arts, Ms. 12 has already 
been mentioned, but other saints show their victory over the devil. A 
small devil with green hair and green furred lower body with clawed 
feet grasps the crozier with which St. Martin pierces him.183 Perhaps 
the most curious of these is to be found on f. 156v of British Library, 
Arundel 91. (fig. 49) This Passional made in the early twelfth century 
at St. Augustine's Canterbury has numerous historiated initials, includ-
ing more than one that presents the saint as crucified. One of these is 
that of St. Theodoret who is shown against a Τ cross as a young man, 
unnimbed and clutching two spiny dragon-headed snakes, with a devil 
crouched at his feet. The legend of St. Theodoret was that he was a 
presbyter in Antioch who refused to hand over the church's treasures to 
Governor Julian, the uncle of Julian the Apostate. His defiance led to 
his decapitation by the authorities in 362. Since his martyrdom was not 
by crucifixion and had nothing to do with snakes we must regard this 
initial in a purely metaphorical sense. This is very much the triumph 
"" Cited Lois Drewer, "Leviathan, Behemoth and Ziz: A Christian Adaptation," 
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of Christian faith, with the saint in control. He grasps the snakes firmly 
and shows neither fear nor weakness. The devil at his feet, a green 
human body with claws and a wolf-like head, clutches ineffectively at 
the saint's ankles. Physical death may claim Theodoret, but his spirit 
receives eternal life. Theodoret is shown here not passively undergoing 
martyrdom, but as a powerful opponent of paganism and champion 
of the Christian faith. In this he is allied to the numerous knights and 
soldiers of Christ, who fight evil within, as Theodoret does without. 
In many ways this typifies the mood of many after the first crusade, 
not only the Church triumphing over the heathens who held the Holy 
Land, but the inner strength of those who either as crusader, cloistered, 
recluse or simply devout Christian fought and won. 
5.2.1 The Apocalyptic Death 
There was a strong apocalyptic flavour to the period under discussion 
that was often linked to Church reform.186 This was also a manifestation 
of a degree of optimism as is seen in Hildegard von Bingen's Scwias,m 
and culminadng later in the century with the teachings of Joachim of 
Fiore. It is not surprising then that we find illustrated versions of the 
Apocalypse once more. However, the fourth horseman shown in the 
versions of the Apocalypse from this period is a starding contrast to 
the earlier Apocalypses. Whereas the Trier Apocalypse showed nim-
bed figures for all four of the riders, the Valenciennes version showed 
ordinary men, and the Bamberg Apocalypse of c. 1000 depicts the 
four horsemen as youths, unthreatening and radiating a contemplative 
calm, the Ziiér Florìdus and Bodley 352 make the fourth horseman fully 
demonic. The number of exisüng copies of Lambert of St. Omer's Liber 
Florìdus testifies to its popularity over a period of four hundred years. 
Although it is a collection, a miscellany of texts brought together by 
Lambert, it shows in its iconography a close attention to detail of the 
text of Revelation. As noted earlier the diadems crowning the heads 
of the dragon are frequendy omitted, but not in the Liber Florìdus. To 
enhance the understanding of the miniatures they are liberally provided 
with tituli. This is less an attempt at visual exegesis as an exposition of 
Revelation and its commentators. The shift in the view of the fourth 
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horseman is, then, all the more remarkable. The presentation of the 
four horsemen difièrs from that in the earlier works, each having its 
own field in the upper two registers of f. l l v of the Wölfenbuttel 
manuscript, but differing in direction, (fig. 50) 
The first three horsemen are shown as apparently normal young 
men, each carrying or receiving the attribute associated with him in 
Revelation. Only about the third horseman can doubts be raised. He 
wears a Phrygian cap and his feet are reversed. Is this an indication 
that the third horseman, his attribute and text about the price of grain 
are linked to anti-Semitic feeling? Given the reputation for physical 
deformity that was attributed to the Jews, and that they were seen as 
the bringers of malice and disaster, it is possible. However, the indica-
tions for this are slight and such a reading must be regarded as highly 
speculative. In is a diflerent matter when we consider the fourth horse-
man. There is very litde ambiguous about this creature; he is clearly 
a descendant of earlier non-apocalyptic deaths, particularly the Mors 
of the Leofric Missal, and shows characteristics in common with the 
Behemoth in the Citeaux Moralia. This is the oldest Apocalypse known 
to us in which Infernus is shown as a hell mouth. Given the careful tituli 
of the other three riders, those on the Mors field require explanation. 
They are much briefer but also extra-textual. The fourth horseman is 
designated as mors improba. The adjective is extra textual and while it 
strengthens the demonic aspect of death it docs not derive from any 
earlier pictorial representations known to us. A long line of exegetes, 
including Caesarius of Aries, Bede, Beatus, Ambrose Autpertus, Alcuin 
and, most importandy for the consideration of the Liber Florìdus, Haimo 
of Auxerre identify the fourth rider as both the devil and death.lflfl This 
seems to have been another case when written sources express an idea 
long before visual sources. Totally outside the text of Revelation is the 
naked figure, his peaked hair marking him as a demon, who points to 
his mouth and has the titulus 'Fames'. Jordan accounts for this by declar-
ing that the two methods of death are described, by the sword and by 
famine. This does not account for the third method mentioned, bestiis 
terrae.m In his commentary Haimo of Auxerre stresses that this hunger 
IBfl
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is not due to lack of bread or water, but the word of God.190 Klein 
believes both the Hber Fbridus and Bodley 352 to be derived from a fifth 
century manuscript. Comparing texts it seems that Haimo of Auxerre 
used the fifth century Vulgate. He interprets the bestiis terrae as Nero, 
Domitian and others who persecuted the sainted martyrs. However, 
the use of the figure Fames makes a link with the third horseman. Is 
death the result of being famished for the word of God? The Hber 
Floridus expresses a shift in how the fourth horseman was seen. He is 
no longer a hopeful sign of the last things of earlier illustrated works, 
but a truly demonic and evil figure—the adjective improba reinforces 
the visual message. 
The vision of the fourth horseman on f. 5v of Bodley 352 is equally 
demonic. This German manuscript is slightly older than Lambert's 
encyclopaedic work and is richly illustrated, containing, among other 
works, Haimo of Auxerre's commentary. Here too, death is winged and 
he is dark, with large pointed ears and a snake's tongue. He is armed 
with a spear and the pale horse, just as in the Liber Floridus, moves to 
the left. However, Mors himself sits astride his fire-breathing mount 
backwards and clutches the snake/tail instead of reins. In Bodley 352 
there is most probably a strong reference to the investiture struggles 
and more particularly, the papal schism. In 998 the anti-pope John 
XVI had already been mutilated by his rival Gregory V and forced 
to ride backwards. This form of humiliation was still practised in the 
time of Lambert: Calixtus II captured his rival, Gregory VII whom he 
mounted backwards on a camel and made him use the tail instead of 
reins.1<" An Italian decree of 1131 stated that all who betrayed trust, 
such as Judas, Caiaphas and Pilate, must sit backwards on an ass and 
hold its tail.1"2 
Earlier writers had identified the apocalyptic death with the devil, 
now this idea was unequivocally expressed pictorially. Sin and death 
had become even more closely identified. Not only was eternal death 
the wages of sin, but sin was being seen as death—no longer simply a 
cause but almost synonymous. 
I
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5.2.2 The Eadwine Psalter, Cambridge, Trinity College, Ms. R.17.1 
The demonisation of death as depicted in the copies of the Utrecht 
Psalter has already been noted in connection with the Harley Psalter. 
Heslop has noted various changes in the details of the illustration to 
Psalm 1 in the Eadwine Psalter193 and is of the opinion that these add 
'all kinds of explanatory detail and visual commentary."94 He goes 
on to say that the Superbia Master had different priorities than those 
expressed in the Utrecht Psalter, including a sense of 'hierarchy, order 
and opposition...that are entirely Romanesque in character."95 How-
ever, he draws no conclusions other than the choice of righteousness 
and sin, symbolised by Superbia here shown as a male—is made clearer. 
Certainly a number of these changes can be seen as indications of a 
change in mentality, (fig. 51) Instead of the beatus vir studying the law, 
protected and guided by an angel, Christ sits on a pedestal, flanked 
by two angels. Here, then, the emphasis has changed from the blessed 
man who studies the word of God, to Christ as teacher and origin of 
the Word. This makes Christ both closer to and more distant from 
the reader—closer in the sense that the law comes directly from God, 
without the intervention of the written word, and more distant in the 
sense that the human element is removed. Christ becomes the blessed 
man, which is perhaps in keeping with the emphasis placed on Christ's 
humanity and his role as example in this period. It also emphasises the 
difièrence between the worldly Superbia and Sancta Eccleda. The demons 
are not only more varied, but bestialised. Instead of the anthropomor-
phic demons of the original, the Eadwine makes them monsters. All 
are covered in fur, two have muzzles and one has a tail. Horns, claws 
or cloven hooves place these creatures far from the human. The most 
demonic of the figures in the Utrecht, the demon on the right of the 
throne, still has serpents wound round his legs, but he carries a flaming 
torch in each hand instead of more snakes. The snakes that sprang from 
his head like hair have been replaced by horns, his nose is beaked and 
he is fanged. The two lower demons are given prominent genitalia and 
this forms a link with the debater who turns to Superbia; under his split 
1,1
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skirt his genitalia arc also visible. Pride may be the chief of sins, but 
clearly sexuality ranked very high as a cause of downfall. Death also 
shows demonising trends, but these are slighdy less extreme. He ceases 
to be truly anthropomorphic and acquires dark blue, shaggy fur, but 
neither claws nor hooves. His head becomes monstrous with a hooked 
nose, huge mouth and staring eyes, and the locks of hair that stream 
out behind him in the Utrecht Psalter become curving green horns in 
the Eadwine. There is perhaps a hint of sexuality in the holding of one 
of the doomed between his thighs, and certainly the horrific aspect has 
increased as he no longer simply holds the damned in the pit of hell, 
but is in the act of consuming one of them. Death is again even more 
closely allied with sin, the bestial and horrific aspects emphasised. Death 
and evil are inhuman, even though sin in the form of Superbia can be 
attractive. The transformation from the human type death to a bestial 
monster implies that man's fate is intended to be other: it is a hideous 
warning, and the link to sexuality shows one aspect of the bestiality. 
It is notable, too, that in the harrowing of hell scene on f. 279r the 
human figure of death remains. Christ stands on the reclining figure 
whose right leg overhangs, not the pit of hell, but a hell mouth. The 
artist responsible for this and many other miniatures has neither the 
freedom of style or interpretation of the Superbia Master, but clearly 
the hell mouth was an almost automatic choice for his depiction of 
hell, since his other details follow the original so closely. 
5.2.3 London, Bntuh library, Ms. Harley 3667 
In a reversal of the change in the depiction of the Fourth Horseman 
and the Utrecht 'copy', the demonic death of the Sphaera Apula loses 
his demonic characteristics. This is perhaps a sign of the closer idenü-
fication between sin and eschatological death, and a growing emphasis 
on physical death. This can be seen on f. 4v of a medical treatise from 
1122 1135, probably originating in the Peterborough scriptorium and 
associated with texts either by Abbo of Fleury or brought with him 
when he was attached to Ramsey and adapted by Byrhtferth.196 This 
miscellany contains a third illustrated Sphaera Apula and is clearly closer 
to the Tiberius manuscript than the Leofric Missal. Here again Vita 
is placed above Mors, but the demonic features of the Leofric 'Mors' 
that had already been weakened in the Tibenus manuscript have now 
London, British Library, Ms. Harley 3667. 
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virtually disappeared. He has no horns, claws or tail and his nimbus is 
neither draconic nor serpentine, but identical to that of Vita, apart from 
the titulus 'Mors'. Despite the British library's identification of the two 
figures as Christ/life and Satan/death the only diflèrence between the 
two is in their clothing. Vita is dressed in a long robe and cloak while 
Mors is barefoot and clad in a loincloth that reaches to mid-shin. The 
attributes that made the two earlier versions so clearly represent eternal 
life and eternal death— the crown or cross-nimbus and clawed hands, 
wings and dragon-nimbus—have been omitted. The supernatural status 
of the figures is made clear by their nimbi; whether their eschatologi-
cal significance is still as forceful is very doubtful. The Leofric 'Mors' 
brought physical death into the equation, but the emphasis lay on the 
eschatological functions of the figures. Harley 3667 swings the balance 
the other way. Life is still to be preferred to death, but this death is no 
longer synonymous with eternal damnation. 
5.3 The Other Side of the Coin 
Harley 3667 can be seen as a symptom of optimism; if physical death 
is not an immediate portal to eternal life, it does not necessarily lead 
to damnation. However, while there are coundess examples of saints 
and even ordinary men shown trampling the dragon of sin and death, 
this victory was not to be regarded as easy or automatic. Christ had 
made redemption possible by his sacrifice; his example and his teachings 
showed how his followers could emulate him, but the efiort, the continual 
fight against evil and the lower elements in man, were essential if the 
Christian soul was to prove itself worthy. God would forgive, but only 
the truly repentant who struggled to conquer his sinful nature. Rudolf 
has pointed out, quite righüy, that the Citeaux Moralia was intended for 
internal use and its character is exhortatory. However, in his emphasis 
on the spiritually advanced nature of its readers he sometimes loses 
sight of the warnings given by the miniatures. For example, he points 
out that on f. 36v of 169 the two men escape the attacking lions by 
climbing a tree, the meaning of which is ultimately God saving the 
soul.197 This he sees as a very ambiguous iconography. The passage it 
introduces tells of how when 'holy men' are subject to too much prosper-
ity or adversity they retreat to their hearts, but they will be tormented 
Rudolph, Violence and daily life: reading, art and polemics in the Citeaux Moralia in Job. 
380 CHAPTER THREE 
by dreams, the purpose of which is to purify them. 'Only the relation 
of the men to the lions—the soul and that which would destroy it—is 
distincdy apparent'.198 He draws his conclusion from the text of Psalm 
7:2-3 and the similarity to that passage's illustration in the Utrecht 
Psalter. Again he is clearly puzzled by the sword. However, there are 
indications that we should look more closely at both the illustration 
and the passage. Two matters are immediately apparent and for which 
Rudolf gives no explanation—the smaller lion standing on the back of 
the larger and the fact that the man lower in the tree has already been 
seized by the lion. In considering the passage we can see that the two 
lions, larger and smaller, could stand for success and adversity in the 
world from which the soul flees. Worldly success is an obvious danger, 
but adversity can prove the downfall of the soul, simply by being less 
obvious, a source of spiritual pride perhaps, since lions have frequendy 
been used as symbols of pride. The man with the sword can indeed 
be seen as the Judge who terrifies with dreams, but the theme of the 
Judge and the sword bring us to the Behemoth initial on f. 88v. The 
sword is a means of purification given by God and exemplified by Job. 
In the tree-climbing initial it does more; the Judge cuts away the branch 
that the lower man reaches for. Here we can regard 'lower man' as 
metaphorical. He has already been seized by the lion and if allowed to 
reach up to his brother, could drag him down, both the victims of sin. 
By cutting away the lower branch, the Judge also cuts away the 'lower 
man'. This initial plays out the continuing battle of the soul against sin 
and death. This was something that was gready emphasised at Citeaux, 
the soul cannot rest or feel secure in its salvation, but must continually 
strive to improve itself. After each failure it must continue and not be 
discouraged, but after each success it must not rest on its laurels. The 
incentive to do so can be seen in the first volume of a Bible made in 
Lincoln c. 1100.'" Here monstrous foliage entwines an initial T, but the 
sword-wielding climber is not entangled, as in so many other initials in 
manuscripts of this period, he has his eyes fixed on a Majestas depiction 
just above him—a reminder to the reader that he must fix all his effort 
and attention on following God and his word. 
This aspect of the continuing fight for perfection is the reason for 
the initials that Rudolf characterises as 'violence'. These were the 
Ibid, p. 36. 
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crusaders of the soul and spirit, fighting not just the external, but the 
internal, the enemy within. While the Anglo-Saxon works of a century 
earlier recognised the fatal flaw in humanity and warned against it, the 
monastic reformers of this period advocated a vigorous fight against 
weakness and sin. One could succeed in quelling one fault or desire, 
but succumb to another. The soul must be constandy on guard. The 
various figures in the Citeaux Moraha can be seen as representing dif-
ferent levels of spiritual states. Monsters, obviously enough, arc evil 
and sin, while the fully human figure is spiritually advanced enough 
to fight successfully against the temptations of the world and human 
existence. The semihomo is somewhere between the two, still struggling 
to subdue his lower nature. The various semihomines can show which 
particular weakness they have yet to conquer.200 However, the Citeaux 
Moralia is by no means unique in its iconographie repertoire of the fight 
against sin and death. Stylistically there are links with England that 
Walliser attributes to the advent of Stephen Harding.201 Whether the 
iconographie similarities can be said to arise from this is very doubtful. 
I am inclined to think that, given the wide range of scriptoria that pro-
duced similar images, that these are an expression of widely held ideas. 
Certainly other Citeaux works had the same sort of themes, notably 
the Bible of Stephen Harding, a clear example of which is to be found 
on f. 128v of ms. 14.202 Here, in the introductory initial to the Book 
of Wisdom, a semihomo is locked in batde with a dragon, gripping his 
opponent's forelegs, his hind claws clutching the underbelly of the beast 
and mirroring the dragon's claws that grip his chest. The branched tail 
of the semihomo holds that of the dragon, while another branch twists 
between the legs of the man who attacks the beast with his sword. The 
twisting branch of the semihomo's tail is reminiscent of the serpent that 
weaves between Eve's legs in the St. Bénigne manuscript.20i The man 
is armed with sword and shield and stands on the end of the dragon's 
tail. This would seem to illustrate quomam in malwolam ammam non inlrabit 
sapientia nee habitabit in corpore subdito peccatis.m The man's position does 
not seem to be very secure, despite holding a sword at the dragon's 
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throat. The dragon has pushed its head over the shield, bringing it 
right up to its opponent's face so that they are literally nose-to-nose. A 
curious feature is that both man and dragon extend their tongues until 
they almost touch. Does this imply that their true batde is with words? 
It has something in common with ms. 172 f. 122r where a man stands 
on a dragon while wresding with another, taking its ear into his mouth. 
The Stephen Harding Bible gives a much more sombre picture than 
that of f. l l l v o f ms. 173. 
Various English manuscripts, mosüy somewhat older, use the iconog-
raphy of the mounted knight slaying a monster that is found on Γ. 20r 
of ms. 173. Another copy of the Moralta made very early in the twelfth 
century, possibly for St. Andrew's, Rochester, shows a mounted knight 
spearing a dragon, but again not all is well.205 The knight himself is in 
less danger than the figure in Stephen Harding's Bible, but while he 
concentrates on the head of the dragon that beast has seized the hind 
leg of the knight's charger in the mouth of the head that sprouts from 
its tail. This is a lesson that the dangers of sin creep up unexpectedly. 
The horseman hacking his way through clinging foliage in the Life of St. 
Binnus, a Winchester manuscript from the late eleventh or early twelfth 
century, fares rather better, seemingly make his cautious but successful 
way through.206 The motif of the soul caught in vines does not seem 
to have been used at Citeaux, but the Heiligenkreuzen daughter house 
made considerable use of twisting vines and foliage; however, this seems 
to have been entirely decorative with no threat or struggle depicted, and 
in the works of this period rarely combined with a human figure. While 
the entangled foliage was extremely decorative and can be regarded 
as an aspect of the fashion for decorated initials it was also frequently 
used in a didactic manner. An early example of this is to be found in a 
late eleventh century copy of St. Aldhelm's In praise of virginity.201 This 
has features in common with the tree climbing men of the Citeaux 
Moralia. Here, too, the man can be regarded as the soul endeavouring 
to flee the dangers of sin—and given the context we must assume here 
this is sexual sin—in the form of a dragon. However, unlike the upper 
figure in the Citeaux Moralia initial this man has not reached safety; 
the dragon makes a grab for his right foot while he is entangled in the 
London, BL, Ms Royal b.vi, f 79v 
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foliage that echoes the form of the dragon's tail. However, another 
reading is possible that does not exclude the first but may be regarded 
as complementary to it. Caught in the toils of sin the soul is unable to 
escape its consequence—that of death and damnation. 
5.3.1 Tours, Bibliothèque Municipale, Ms. 321 
The climbing figure motif is to be seen in several other works, notably 
in Tours, Bibliothèque Municipale 321. This work is another copy 
of the Moralia in Job, though slighdy later than the Citeaux version, 
and probably comes from Tours itself. It is a much richer work with 
deep rich colours and much gilding. While many of the themes are 
similar to other works, for example on f. 330v there is an initial of 
Job super aspidem, and f. 70v is basically the same as Dijon 173, f. 20r., 
the emphasis here is on the entangling foliage and climbing. On f. 3r 
four men climb on each other's shoulders to escape a dragon that has 
already seized the leg of the lowest. Here there is no foliage, the only 
help or hindrance is their fellows, but from then on the emphasis is 
creatures caught in the twining rinceaux. On f. 222r a warrior seizes a 
dragon by the foot but the sword with which he will slay it is entangled 
in vines, while a bird pecks out his eye. (fig. 52) Perhaps it is easier to 
distinguish between sin and death here, at least death in the sense of 
damnation. The figure follows the tradition of trying to defeat death, 
but with his eyes fixed on that object, he seems unaware of the fact 
that he is trapped and made powerless by the vines that coil round his 
limbs and hold his sword fast. The bird must then represent spiritual 
blindness that prevents the soul from realising less obvious dangers. The 
majority of creatures entangled in vines and threatened or pursued by 
monsters are naked suggesting very strongly that these must be seen as 
souls.208 Not all of these are fully human: a number of initials, as well 
as one or more human figures, have a semihomo that is goat-headed and 
on f. 197v two of these semihomines are entwined with a lion and bird. 
On f. 212v a double bodied dragon looks on while a human tries to 
catch the semihomo, but the main message would seem to be capture 
and impotence of the human soul in the snares of the world. This is 
particularly evident on f. 259r. (fig. 53) This is an initial P, the down-
stroke being inhabited by three dragons, the upper, autophagic, the 
20e
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lower two menacing the man in the bottom part of the loop. He is 
threatened not only by the dragons, but also by an archer at the bottom 
of the down-stroke who aims at him. In the upper part of the loop a 
second man is hopelessly entangled, one branch of the vine strangling 
him. This can be seen as the multiple dangers of the world and its 
consequences. Most particularly we can regard the motif of the soul 
entangled as a warning against the world, and that which would hold 
a soul in this world preventing it conquering the monsters of death 
and sin. Tours 321 is especially rich in this metaphor, but it is found 
in other works, for example Rouen, Bibliothèque Municipale 481, 
f. 121 v. This is most explicit; a man caught in the foliage of the initial 
Ν is hauled down by a devil, but many of these works would seem 
to imply that while the soul is busy fighting obvious dangers it can be 
caught by small and insidious sins. The general import of these is to 
be ever watchful and not to be blinded to the faults that remain after 
the conquering of one or two. The fact that most of these works are 
copies of the Moralia would seem that Gregory's message that, while 
one may be victorious in dealing with one sin one can succumb to 
another, was thought to be of prime importance. 
5.3.2 The Ambiguity of the Semihomines 
The fight of the less spiritually advanced can be seen in a number of 
initials that show the efforts of semihomines to conquer the dragon. The 
ambiguity of such works is demonstrated by f. 70v of Valenciennes, 
Bibliothèque Municipale 112. This collection of homilies, made in 
northern France in the second quarter of the twelfth century for the 
abbey of St. Armand, is sober in style with an abundance of zoomorphic 
initials, mostly of dragons or other monsters, although there are a few 
of saints and one of Christ with Ecclena as his bride. The initial Ρ on 
f. 79v is the only one that combines a semihomo with a dragon or other 
full monster, (fig. 54) The loop of the Ρ is made from an autophagic 
serpent with foliage sprouting from it. The down-stroke is formed by a 
youth holding the serpent in his left hand and pointing to its bear-like 
head with his right. He holds the serpent and stands on an autophagic 
dragon with seeming unconcern. It is only when examined more closely 
that his nature becomes apparent. The green of his legs is not the 
cloth of his green shirt, but the skin of his legs. The semi-monstrous 
nature of the young man is shown by his feet that are, in fact, claws. 
This youth, at first sight seeming so normal and even victorious, can 
be a warning both to those who think they have conquered sin and 
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death and to those who are deceived by appearances. His claws grip 
the neck of the dragon at his feet, but the dragon's tail winds between 
in his legs. Even more significant is, that while he points to the serpent 
with his right hand, he points to himself with his left. 
The Bible of Stephen Harding uses strange creatures in the same 
way to point a message. Particularly elaborate is the initial Ρ on f. 99v 
(Ms. 15), the opening to the First Episde to the Corinthians. This brings 
into play various aspects of the Epistle. Much of this is concerned with 
division among the Christians of Corinth, and this can be regarded as 
being symbolized by the rather odd anthropomorphic figure that spews 
a dragon out of his mouth, the dragon in turn biting him in the leg. 
The strange arrangement of figures on which the anthropomorph is 
standing, I think, must refer to chapter 3, w. 10-13 and the foundation 
on which the Christian is to build.209 Paul warns that they should not 
regard themselves as building on him or Apollos, but on Christ. The 
down-stroke of the Ρ shows clearly the warning that they must look to 
the true foundation of their faith. The link between the human ele­
ment and the bestial here is increased in other works, particularly when 
the dragon becomes half human such as in Vendôme, Bibliothèque 
Municipale 26, or decreasingly so, for example, in Douai, Bibliothèque 
Muncipale 250 t. II, f. 175v, and ending in simply a dragon body with 
a human head in Orléans, Bibliothèque Municipale, 13, p. 465. These 
dragons can no longer be regarded as death. Death in the eschatological 
sense is both implicit and inherent in them, but their primary function 
is to symbolize sin. Perhaps it would be more accurate to say that at 
least certain semihomines symbolize the sinful body, it subjection to the 
senses and the temptations of the flesh and the world. One of the most 
common monsters used in this respect is the centaur, frequently associ-
ated with the lower elements in mankind. An initial Τ in a late eleventh 
century copy of Priscian's Grammatica210 shows the familiar figure of 
m
 10. secundum graham Dei quae data est mihi ut sapiens architectus Jundamenlum posm alius 
autem superaedificat unusquisque autem mdeat quomodo superaedificet. 
11. fimdamentum enim aliud nemo potest ponere praeter id quod ponlum eil qui est Chmtus 
lesus. 
12. si quis autem superaedificat supra fimdamentum hoc aurum argentum lapides prehosos ligna 
faenum slipufom. 
13. umuscuiusque opus manifestum ent dus enim declarabit quia in igne revelabitur et umuscuiusque 
opus quale nt ignis probabit. 
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Romanesque manuscripts 1066-1190, ed. J J . G Alexander, A survey of manuscnpL· illuminated 
in the British isks (London, 1975). 
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the climbing man. (fig. 55) He is naked and has reached the junction 
of the cross and down-stroke and points to the right, his legs twining 
round the struts. James in his catalogue of Trinity College manuscripts 
describes this as 'Centaur. Bird biting a man's leg.' However bird is not 
an accurate description here. At first glance the creature looks like a 
swan, but closer examinadon reveals that it has no beak, but a muzzle, 
small ears and a short mane and can be better described as a griffin or 
variety of dragon. The Τ is deliberately formed to call to mind a cross, 
and the similarity is increased by the two lunettes at the end of the 
cross piece of the Τ which show two busts, very much in the manner 
that Sol and Luna are depicted in crucifixion scenes. The down-stroke 
of the Τ impales both the griffin/dragon and the centaur at the base. 
This latter figure aims his bow at the man seated above him, but there 
is no arrow knocked, though the bow does support the griffin/dragon. 
The traditional place for death, under the cross, has been taken by 
these two enemies of the man. They seem to symbolize both sin and 
death, nor are they defeated inactive figures, despite the impalement. 
Christ's death on the cross has defeated death and sin and is the road 
to salvation for the righteous, but even seeking redemption the soul is 
prey to dangers, and if he falls to sin then eternal death can still claim 
him. The figure of the semihomo in the initials is certainly a decorative 
device, but also has a didactic function. It is a creature both sinful 
and mortal, and a warning to the reader never to cease in his fight to 
combat sin and the world. 
6. Sin and Death in the Late Eleventh and Early Twelflh Centuries 
The number of manuscripts and initials that contain figures that sym­
bolise or had symbolised death in this period is enormous. Obviously 
the use of dragons in initials was not new, even the warrior battling 
the dragon had precedents,2" but it is the extreme proliferation of this 
that is significant. While the first trace of a motif or subject is clearly 
of importance, the spread and acceptance gives a better indication of 
a shift in mentality. The use of dragons and other monstrous creatures 
had a decorative function, but I do not think we can dismiss this outburst 
211
 C. 800 the Corbie Psalter, Amiens, Bibliothèque Municipale Ms 18, Γ. 67r is a 
very early example. 
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as simply fashionable or aesthetically pleasing. It is true that fantastic 
creatures seem frequently to be added to initials almost at random, but 
we must consider why such creatures were so popular. It is clear that 
in a number of works at least they fulfilled a didactic and exhortatory 
function, being allied to at least the sense of the text. In his analysis 
of the Cistercian statutes in regard to art and ornamentation Rudolph 
points out that even when the 'distractive' initials found under Hard-
ing were jettisoned, the use of historiated initials for didactic purposes 
was well established.212 As far as I know no attempt has been made to 
catalogue dragons, centaurs, monsters, semihomines and other grotesques 
in Romanesque manuscripts, let alone relate them to their context. Such 
a catalogue falls outside the scope of this study, but I suggest that if 
such work were undertaken it would reveal patterns that would point 
to an underlying iconography that was both didactic and cautioning. 
Camille has pointed out the 'reverse' commentary of later marginalia213 
and these figures sound a warning to the too optimistic. The images 
give a balance, an encouragement, but also a warning. Not only has 
Christ defeated death and saints have followed him, but it is also possible 
for the devout believer who truly strives for God. The images of the 
defeated dragons and demons are counterbalanced by those who drag 
down the insufficiently aware. It is interesting to note that these scenes 
of saints and men defeating the dragon of sin and death and those of 
the soul entangled and struggling seem to be confined to manuscripts 
from France, especially northern France, England and the Low Coun-
tries. German illuminators did indeed make use of twisting foliage in 
their initials,214 although this was often less intricate and elaborate than 
the manuscripts from the more westerly part of Europe, but this was 
simply a case of decorative foliage without figures either triumphant 
or struggling. Heiligenkreuzen manuscripts from the period, probably 
greatly influenced by Citeaux, have the occasional dragon, but these are 
not combined with either humans or semihomines. The only 'entangled' 
human that I know of is that of a man climbing through a foliated 
m
 Conrad Rudolph, "The 'principal Founders' and the early artistic legislation 
of Citeaux," in Studies in Cistercian art and architecture, Cistercian studies ed Meredith 
Parsons Lillich (Kalamazoo, 1987) 
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Bibl Fol 57 
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initial S, and he is in no manner threatened or in danger.213 This may 
indicated that the optimism found in the Germanic lands a century 
earlier was still intact. The lack of the motifs in the Germanic lands 
lends extra weight to the idea that there was a didactic purpose to their 
usage in the more western parts of Europe. This is not to maintain that 
the countless initials of monsters, semihomines, warriors and entangling 
foliage in every case were a carefully worked out exegesis of the text. 
Doubdcss many were used almost automatically, but the very frequency 
of use points to the fact that the maker wanted to hammer home a 
message to their readers. It is also necessary to consider the aspect of 
violence. These initials have been described as being gratuitously vio­
lent and also had their violence defended. Once again, I consider that 
this is to project modern notions onto the past. Present day campaigns 
often use, and are frequently criticised for using, controversial means to 
bring their message over. The violence in the works under consideration 
would not have been regarded as controversial, but simply as a forceful 
way in which to express both the dangers that surround the Christian 
soul and the measure of the soul's triumph over sin. In fact we may 
almost say that violence is lessened. Carolingian art used violence to 
depict the struggle between the righteous and the unrighteous, very 
often using human as both the instruments and the victims of violence. 
By shifting some of the violence to mythic, symbolic and metaphori­
cal creatures violence is given a degree of abstraction that sets it at 
a remove from factual violence. The metaphor remains: the world of 
the late eleventh and early twelfth century Europe might have been 
more peaceful than the previous periods but violence was still part of 
everyday life, and the traditional metaphors still expressed the battle 
between good and evil. 
Death had been defeated by Christ and was capable of being defeated 
by man, but was still a powerful force to be reckoned with. The initial 
on p. 173 of the St. Albans Psalter has already been discussed in the 
section dealing with that manuscript. However, this can be seen as a 
very potent, if subtle warning; at first glance it appears that the woman 
is trampling on the dragon, but the beast is slyly biting her in the foot. 
She has not conquered death, but has been caught by it. Compared 
to the Uta Codex, death has regained some power, but this is at the 
expense of identity. Sin and death had always been closely associated; 
Heiligenkreuzen Stiftbibliothek, cod. 256, Γ. 2ν. 
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sin was the cause of eschatological death and only by defeating sin 
could death be avoided. In this period we have a great emphasis on 
this defeat, not only by Christ but by the follower of Christ. The idea 
initiated by the Uta Codex has gained ground and taken visual form. 
The instructions on the cross have been transferred to visual symbols, 
but with a change in emphasis. The Uta crucifixion laid stress on fol-
lowing Christ by good works, by loving God and man. The 'Mon' of 
the Leofric Missal showed the dangers of a life insufficiently dedicated 
to God, but gave no further details of how the believer was to conduct 
himself. The works of roughly a century later have turned inwards 
and are concerned with the purification of the self. This tendency was 
already in place in the earlier period, and we have seen how Anglo-
Saxon works in particular acknowledged the inner weaknesses and faults 
of man. The miniatures of the period under discussion show a more 
positive attitude, but perhaps one less confident than that shown by 
Ottoman works. They express a need to reach ever-greater perfection, 
while the acts of charity and devotion to God recommended by the 
inscriptions on the cross of the Uta Codex were outward and visible 
signs of that love of God and of others. This emphasis on the inner 
self is a reflection of the desire of many to flee the world, indeed the 
distaste of many canons and monks for pastoral work. They sought 
their salvation, not in good works in the physical world but in medita-
tion, increasing harmony with God. It is the individual's relationship 
with God and concern for his own salvation that speaks out of these 
initials. Missionary zeal has become internal, intent on making the soul 
worthy of salvation. 
On balance the initials show the use of the carrot and the stick. No 
longer is the damned an amorphous mass of the 'unrighteous', but also 
potentially the good man who does not strive hard enough, who becomes 
blind to spiritual danger, who gives up or is too easily content. They 
acknowledge the sinful nature of man, but also encourage the reader to 
develop his innate spark of the divine to reach the happiness for which 
Anselm said men were intended. In this connection it must be noted 
that there arc several miniatures of the fall from the Germanic lands. 
The fall shows an outward act of sin, something concrete, an action, 
while the initials showing the dangers that beset the Christian soul are 
metaphors for the secret and hidden sin, the thoughts and intentions. 
We have seen that the fall miniatures acknowledge the secret faults, 
and by acknowledging them, find the means to fight them, before they 
find expression in action. However, just controlling the hidden inner 
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sinfulness was not enough. Christina of Markyate did that, but with 
God's help, managed to ban it altogether. The 'entangling' initials 
are perhaps more subtle than Christina's story. Her temptation was 
one of lust and the flesh, whereas many of the initials warn against 
complacency and spiritual pride or blindness. One thing all these have 
in common is the emphasis on the continuing struggle, ever striv-
ing further and accepting hardship, both physical and spiritual, as a 
means of self-purification. An indication of this can also be seen in the 
number of copies of Moralia in Job that were made during this period. 
This internalisation of the struggle blurs the lines between death and 
the cause of death. In defeating one the individual defeats the other. 
In this there is a dichotomy: in the 'victory and danger' initials blame 
lies with the individual and his individual sinful nature; in some cases 
sexuality is shown as one of the dangers, but little emphasis is placed 
on it. The fall miniatures show a tendency to externalise sin and death. 
Sexuality is still seen as a great danger, but there are indications that a 
degree of blame was to be laid at the door of the Jews. The Jews were 
a symbol of those who rejected Christ, not just those of the Jewish faith, 
but also Muslims and heretics. In particular, Jews were frequendy held 
to work maliciously for the corruption of the Christian soul. Amongst 
others, Guibert of Nogent accused them of sorcery and traffic with 
the devil. Perhaps both traits, internal and external, can be seen as 
indications of the atmosphere of the times when there were many 
ways to God—retreat from the world and living the contemplative life, 
or receiving absolution for sin by slaying God's external enemies. At 
least two of the fall miniatures were made for canonical foundations, 
and Bynum has shown that these had a more pastoral bias, albeit 
a concern for the soul rather than bodily well-being, than the truly 
monastic houses. Symptomatic for this division between internal and 
externa] is Peter Abelard's theoretical basis for the distinction between 
sin and crime. Obviously all crimes are sins, but not all sins are crimes. 
He gives various criteria for defining a crime—it must be a mortal sin, 
it must 'scandalize the Church' and harm the community and, most 
interestingly in this context, it must be perceptible to the senses.216 In 
many ways we can say that the fall miniatures deal with 'crime' and 
Abclard counted adultery as one of the great and unforgivable sins that 
2
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constitute a crime—while the 'victory and danger' initials deal largely 
with the sin that only God sees. In this sense there is a division between 
the physical death, which could be meted out by worldly authorities as 
a punishment for a crime, and the spiritual death that only God could 
inflict as a punishment for the sin only He could see. 
The division between internal and external can also be seen in the 
miniatures of the creation of Eve. It has already been noted that Eve 
represents a part of man that is removable and that part is susceptible 
to the senses. It is the part that hes open to the world and its tempta-
tions, and is the conduit by which those temptations reach the inner 
rationality and spirituality of man. Eve is the counterpart of the semiho-
mines, often entangled in the world and, sometimes unwillingly, bringing 
down the soul, sometimes an active danger to it. It has been noted that 
while Eve is not deliberately seductive in a number of miniatures she is 
brought into connection both with the forces of evil and with sexuality. 
Again it can be considered that sexuality is an obvious danger to the 
spiritual health of the soul, and the 'victory/danger' initials tend to 
warn of more insidious dangers. The warnings can be seen as part of 
the emphasis on the recognition of sin and weakness if these are to 
be combatted successfully. 
It has already been noted that there is a great emphasis in written 
sources on the kind and forgiving nature of God, something that is 
sometimes expressed in crucifixion miniatures. However, this period saw 
the estabUshment of scenes of the last judgement as a major theme. 
Scenes of the last judgement in previous periods seem to have been 
sporadic, to judge from the small number that have come down to us. 
This period saw not only an increase in such scenes and depictions of 
Christ as Judge with a sword issuing from his mouth that are to be found 
in several manuscripts, but it also saw the beginning of the great last 
judgement timpana. It would seem that the monk and the cleric—and 
the rich and educated layman or woman—was allowed a glimpse of 
Christ's mercy while for the population as a whole greater emphasis 
was laid on judgement: the scenes of the damned being more graphic 
and often more easily visible than those of the blessed.217 There is a 
sense of last things to be seen, not only in these depictions but also in 
the apocalypses made in the period. While Bodley 352 and the Liber 
Floridus can be regarded as truly illustrated apocalypses, a further copy 
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from c. 1100 must also be considered.2 'fl This has a prefatory miniature 
showing Christ in majesty surrounded by the evangelist symbols and 
holding the Lamb and the Holy Spirit in the form of a dove in the 
upper register and St. John and the angel in the lower register.219 There 
are two points of interest in this manuscript that contains both the text 
of the Apocalypse and Berengaudus' commentary. The text of the 
Apocalypse begins on f. Iv and is marked by an initial A that is formed 
by a man wrestling with a dragon. While, of course, dragons abound 
in apocalypse illustration this clearly does not belong to that tradition 
but conforms more to the initials that we have been considering and 
could be a reference to a passage from Berengaudus.220 
For it is of no profit to those who read and hear the commandments of 
God if they do not practice that which they read and hear. For there are 
many who read and hear Cod's commandments, but it does not help 
them if they are present in body, but absent in mind. 
It could, in fact, tie in with the Berengaudus commentary. This, prob-
ably ninth century, work became extremely popular in the thirteenth 
century, something that has been brought into connection with the fol-
lowers of Joachim of Fiore. This optimistic commentary counterpoints 
the devilish versions of Mors shown in the Hber Floridus and Bodley 352. 
While it is important to note that these two manuscripts are based on 
Haimo of Auxerre's commentary with its insistence that the fourth 
horseman was both death and the devil, Berengaudus' work was also 
being copied. For Berengaudus all four horseman were Christ, and all 
connected to a phase in the eschatological history of the Church. His 
standard formula for all the riders is that the rider is truly the Lord, 
and he adds for the white horse that he protects his saints, for the red 
that he lives in the saints, for the black that he shows the justice of 
the law and for the pale horse that he lives in his prophets. A century 
and a half later the maker of the Douce Apocalypse,221 again based on 
Berengaudus, paraphrased the commentator by saying that Christ was 
m
 Longleat House, Ms. 2. 
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death to sinners as he was life to the elect. The initial could then be 
seen as an imperative to fight sin. The fact that Berengaudus not only 
had readers but was being copied at this time is another indication of 
the complexity and ambiguities of this period. 
All in all, we can say that in this period sin and death became not 
only ever more closely entwined, but death also began to take on the 
attributes of sin. Death is by no means fully assimilated into sin, but 
the tendencies are there. Death becomes more and more horrific and 
less and less human. It is a snare whose bait is sin, and sin is frequendy 
disguised. Those who are able to recognise temptation for what it is 
see the double face of sin and death. Sin is insidious, but capable of 
defeat by those strong and pure minded, and with the defeat of sin 
comes the defeat of death. Sexuality is still seen as a threat, but in the 
miniatures and initials there is less blame attributed to women as the 
initiators of sexual actions, thoughts and desires. Occasionally we see 
women used as the instrument with which to tempt men, but the sexual 
connotations of the Beatus miniature in the Eadwine Psalter counterbal-
ance this to some extent. The extreme distrust of women and sexuality 
that was shown in at least two earlier manuscripts has lessened, and 
occasionally we find miniatures or initials which show women, other 
than the Virgin, in a positive light, not only passively accepting suf-
fering for Christ's sake, but actively fighting evil. The women reject-
ing temptation in the St Albans Psalter are a case in point, or the 
St. Benoît Bible f. 370r. However there is no trace of the maternal Christ 
in the visual vocabulary of the period and woman was still a symbol of 
sin and particularly sexual sin. This is apparent in a copy of Gilbertus 
Porretanus' Commentary on the Psalms.^22 This commentary on psalm 56 
has an initial M formed from a monstrous head from which spring two 
dragons. The head and the dragons threaten the figure of a woman, 
by seizing her buttocks. This presumably refers to those who have set 
snares for the psalmist, but have fallen into these themselves. Here 
the woman can be seen as both the weakness of the flesh and sexual 
desire and the means by which the Christian (male) soul is tempted. 
Theoretically this could depict the danger to the female soul as well, 
but since the manuscript was very probably made for the Abbey of 
the Holy Trinity in Vendôme, and, while this abbey traditionally enjoy 
the patronage of ladies of rank, the intended readers would have been 
Vendôme, Bibliothèque Municipale, Ms. 20, f. 80v. 
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monks. There is a possible tendency to anti-Semitism or anti-Judaism, 
which may have led to a difiusion of the attribution of guilt in some 
cases. However, anti-Judaism was directed to an external threat and 
enemy, a perceived evil of flesh and blood, a pernicious influence on 
the Christian world. The initials are directed towards the inner sin and 
weakness in man. It could be said that the two trends symbolised the 
two movements, crusading and withdrawal from the world. 
The various symbols of death move more and more towards becom-
ing symbols of evil: death becomes more and more demonic. The fourth 
horseman, once portrayed as a sign that the last days were coming, is 
now unequivocally shown as evil and demonic. The giant of the Utrecht 
and Harley Psalters has become bestialised in the Eadwine Psalter. The 
dragons, demons and other monsters can be defeated by man, but also 
prey on the unwary. Man can defeat death and sin, but he must be 
constandy on his guard, never being satisfied with his spiritual state. The 
miniatures of the period are harsher than the written sources. While 
Christ's loving and forgiving side is shown in crucifixion miniatures, 
those we have dealt with here show the snares of backsliding and the 
fate of those less than totally dedicated. God has given man a sword 
with which to fight evil, but the miniatures do not show forgiveness 
for those who fail to wield it with due effectiveness and vigour. In this 
movement towards the identification of sin and death with each other 
the Sphaera Apula in the British Library stands as a stark contrast. In 
the three known illustrated versions the demonic content of Mors has 
gradually decreased with time. The oldest version, in the Leofric Missal, 
is a dreadful and frightening figure; glowing horns, spurs, wings and his 
nimbus of six dragons make it very clear that physical death can lead 
to the terror of eternal death. The Mors of the Tiberius Psalter has 
lost the horns, his spurs and claws are minimal, the goat's ears have 
vanished and even the wings and dragons are smaller and less danger-
ous looking. Nevertheless the Tiberius Mors is still an infernal figure, 
a warning to the unrighteous that after physical death this fate could 
await them. The youngest of the three Sphaera, Harley 3667, unlike the 
earlier two versions, is not found in a liturgical book but in a scientific 
textbook. As has already been noted the Sphaera were used by doctors 
and physicians as well as by priests. The figure of this Mors has nothing 
demonic about it, there seems to be no intention to terrify the reader 
or even set him to examining his soul. In the context of the work and 
the function of the Sphaera this marks a change. The function of the 
Sphaera was to predict whether an illness would be fatal or not, that is, 
KNOWING THE ENEMY, THE BATTLE WITHIN 3 9 5 
whether physical death was imminent. The earlier works concentrated 
on the consequences of physical death, the possibility of eternal death 
if the invalid had had insufficient care for his soul. Physical life meant 
the chance to mend a way of life and become a candidate for eternal 
life. The slight diflèrences between Mors and Vita in Harley 3667 suggest 
that the prime emphasis here lay on the physical state of the patient: 
not eternal death, but physical death had moved centre stage. Escha-
tological death was being gradually absorbed by the cause of death 
and in this manuscript we see the first indications that physical death 
was becoming more central. 
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CHAPTER FOUR 
RESPONSIBILITY, REDEMPTION AND 
THE DEMISE OF DEATH 
The fall of man was becoming steadily a more acceptable subject for 
visual expression. During the second half of the twelfth century manu-
scripts with depictions of the fall steadily increased: it could be said to 
have become a usual, if not very common subject. Unlike earlier periods, 
there is no hiatus in the number of manuscripts with visual represen-
tations of the fall, but from around 1100 they appear with increasing 
frequency. Obviously the ideas and mentality of the makers and users 
did not change suddenly. It then becomes a question of how to divide 
the period into manageable sections and to do justice to the very real 
changes evident in the century. These changes are apparent when we 
look at both miniatures and texts from the beginning and the end of 
the twelfth century. As well as the wider social and political changes, 
new attitudes to both the natural sciences and theology affected how sin 
and death were viewed. Certain tendencies can be seen in the earlier 
half of the century that become more prominent later, but generally 
speaking, we cannot assume a gradual transition at a regular rate any 
more than we can expect attitudes to change with a date. Certainly 
the period from around 1140 to 1170-75 displays attitudes of both the 
earlier and later periods. The question is whether the miniatures give 
any idea of the general trend of ideas concerning man's relation with 
God among the plethora of confusing and frequently contradictory 
texts. The same applies to the underlying economic situation, changes 
arc very gradual and often more noticeable when due to political 
factors and trade; politics and religion were frequently intertwined. 
The relationship between the Church and secular rulers continued to 
be uneasy. The great enthusiasm for the crusades waned somewhat, 
especially after the debacles of the second crusade. Both the French 
and the Anglo-Norman kingdoms became far more centralised and 
bureaucratic. Much of the intellectual curiosity of the late eleventh and 
early twelfth century became a disciplined search for definitions. Certain 
women continued to play important roles, but despite the honouring 
of marriage as a sacrament, the view of women became increasingly 
398 CHAPTER FOUR 
negative, as did that of the Jew. There seem to have been two almost 
contradictory trends, the one to enforce conformity on divergent groups, 
the other to be prepared to compromise or negotiate. The rise of the 
vernacular and works of fiction for recreation show a tendency towards 
secularisation, but at the same time there was a great emphasis on 
personal piety and esteem for visionaries. Many scholars see a change 
or turning point in many areas around the mid-twelfth century; but 
perhaps it would be truer to regard these as a culmination of trends or 
the resolution of varying tendencies.' In the same way that the various 
elements that distinguish Gothic architecture can be found earlier, but 
found their synthesis in the second half of the twelfth century, many 
divergent trends came to a resolution in the later twelfth century. 
1. General Context 
1.1 Social Change 
The twelfth century, in general, was a time of prosperity and expansion. 
In the second half of the century the trade between north and south 
Europe increased, witness the rise of the Flemish towns and the export 
of English woollens, the more widespread use of luxury goods such as 
silk, wine and spices among northern elites. The Levant trade, in spite 
of the crusade, was highly profitable and here we see a sense of the 
compromise and practicality that was a characteristic of the period. 
In 1198 Innocent III replied to the Venetians who had complained 
that due to the excommunication of all those who 'have anything to 
do with the Saracens either direcdy or indirecdy... so long as the war 
between them and us shall last' that city was 
suflfering great loss by this our decree, because Venice does not engage in 
agriculture but shipping and commerce. Nevertheless, we are led by the 
paternal love which we have for you to forbid you to aid the Saracens 
by selling them, giving them, or exchanging with them, iron, flax, pitch, 
sharp instruments, rope, weapons, galleys, ships, and timbers, whether 
1
 For example, Constable, The reformation of the twelfth century, p. 73 and Robert 
Chazan, Medieval Stereotypes and Modern Antisemitism (Berkeley and Los Angeles, 1997), 
Constable, "Women and the reformation of the twelfth century", Klaus Jacobi, "Logic 
(ii) The later twelfth century," in A history of twelfth century western philosophy, ed. Peter 
Dronke (Cambridge, 1988). 
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hewn or in the rough. But for the present and until we order to the 
contrary, we permit those who are going to Egypt to carry other kinds 
of merchandise whenever it shall be necessary. In return for this favour 
you should be willing to go to the aid of the province of Jerusalem and 
you should not attempt to evade our apostolic command. For there is no 
doubt that he who [tries] shall be under divine condemnation. 
This is not only an obvious inducement to get the reluctant Venetians 
to take part in an attempt to recover Jerusalem, left in Muslim hands at 
the end of the third crusade, but it also shows that trade was of great 
importance and recognised as such. In fact the letter is recognition of 
the legitimacy of trade, even wdth the enemy—as long as this did not 
involve actively helping the enemy wage war. 
Commerce was playing an ever increasing role; the fairs in Cham-
pagne had expanded both in size and importance, and a regular trading 
network was set up, involving partner, agents, specialist transporters, 
courier service and credit facilities.2 This use of symbolic money among 
the internationally trading merchant class became the norm in the 
second half of the twelfth century and imphes not only a good deal 
of confidence in business partners, but in expanding markets. The 
safety of precious metal or land was no longer the chief means by 
which prosperity could be gathered; many nobles and even royalty were 
deeply in debt to moneylenders. A new class of rich merchants arose, 
but these cannot always be fully distinguished from older nobility. The 
acceptance of the principle of primogeniture safeguarded patrimony, 
but led to a class of landless younger sons, some of whom made their 
way in the world through trade; nor were landed nobles averse to the 
advantages of trade, the obvious examples being Henri le Libéral of 
Champagne and his wife, Marie. Perhaps the extent to which trade was 
accepted can be seen in the language used in the courdy literature of 
the time. Chrétien de Troyes at the start of Twain puns:J 
Artus, h bums rois de Bretaigne 
La cm proesce nos ansaingne, 
Que nos soiins preu et cortoL·, 
Tint cort si riche corne rois 
1
 R.D. Face, "Techniques of Business in the Trade between the Fairs of Champagne 
and the South of Europe in the Twelfth and Thirteenth Centuries," Economic History 
Revuw 10(1958). 
1
 Cited Eugene Vance, "Chretien's Yvain and the Ideologies of Change and Exchange," 
m French Studies 70 (1986). 
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A cele feile, gui tant coste 
Qu'an doit clamer la pantecosle 
However, Vance's suggestion that Chretien's romances can be seen 
almost as an allegory of trade, 'the fictive knight errant of romance 
is strikingly similar to the real travelling merchant,'4 seems somewhat 
farfetched, as does his contention that the Château de Pesme Aventure 
'is a thinly veiled criticism of the exploitation of labor in a nascent 
textile industry lying just to the west of Champagne in Flanders'. 
This seems unlikely if only for the fact that much of his patrons' 
prosperity was based on that industry, nor is any evidence given as to 
why Chrétien would concern himself with such industry. There are 
numerous examples of language that could be seen as indications of a 
'trade mentality': the gown given by the Queen to Enide is described 
as being worth a hundred silver marks, and Kay's refusal to stay at 
Arthur's court even if his pay was a measure of gold each day, are 
two such examples. Against these we must weigh other examples, such 
as Chretien's insistence that the value of the shirt given to Alexander 
lay in the fact that Sordemors had woven one of her hairs into it; that 
due to his treachery the Count Angres was not to be ransomed, but 
sufièr the death penalty, and the cup given to Cligès was to be valued 
for its workmanship rather the gold from which it was made. Perhaps 
the most telling anti-mercantile simile is the description of Fenice's 
memories of Cligès that were described as being unlike moveable 
treasure, but a strong house that would withstand any attack or disas-
ter. In fact, by concentrating only on a part of the vocabulary Vance 
obscures the very pronounced patron client ethic that was surely the 
ideal of his audience. This manifests itself not only in descriptions of 
Arthur's court and its wealth, which the king distributes to his follow-
ers, but in the generosity of Arthur's clients to their own dependents. 
Lanvin, in Marie de France's tale, shares the wealth he gets from his 
fairy love with poor knights: Alexander loads ships full of horses, silk 
and other riches so that he can act as patron to others once Arthur 
has accepted him. The emperor impresses on his son that generosity 
is the finest of virtues. Whatever the vocabulary, it is clear that in the 
idealised world of Chrétien everything depends on the patron-client 
relationship. Finke and Shichtman have analysed this relationship in 
4
 Ibid., ρ 59. 
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the work of Chretien's contemporary, Marie de France.5 While they 
argue for the position of intellectual property in this relationship, they 
also stress that 'Literary patronage is but one specific instance of a 
social institution that organized social, political, economic, and cul-
tural relations at every level of society.'6 Marie and Chrétien were not 
writing for the same audience: Marie's was the royal Anglo-Norman 
court and that of Chrétien the ducal court of Champagne, and later 
that of Flanders. This latter audience Vance describes as being in a 
society 'where the lesser nobles... were beginning to lose or forsake their 
inherited martial privileges.'7 This seems to have been true, to a certain 
extent, throughout Europe, but in the 'economy of love' described by 
Chrétien this world does not really impinge: the exchange of goods 
and services, loyalty and prestige may be precisely laid out, but it is 
not expressed in terms of money but of love and friendship. Whatever 
the incursions of a bourgeoisie in the real world, the fantasy world of 
the audience of Romance turned on the socio-economic basis of the 
patron-client relationship. 
Finke and Shichtman show that the 'new men,' lesser nobles and 
upper bourgeoisie, were part of the system, but that they were becoming 
integrated into the relationship is obvious from many other sources. The 
lines between upper and lesser nobility were becoming blurred and even 
those between the free and the unfree. In a period when government 
was becoming more centralised, not only on the larger scale practised 
by Henry II and Philip Augustus, but also the various counts and other 
minor rulers, the importance of efficient administrators is scarcely to be 
overestimated. It is true that such men owed their loyalty directly to their 
lord, but they were also rewarded with lands, and wives who brought 
them land, wealth and position, just as Arthur endowed his followers 
with Femmes e teres.8 This trait was to be seen in the German lands where 
ministeriaks not only were sometimes extremely wealthy, but sometimes 
were called counts.9 The relative power, wealth and importance of an 
individual were not dependent on his status as free or unfree, but on 
5
 Laurie A. Finke and Martin B. Shichtman, "Magical Mistress Tour: Patronage, 
Intellectual Property, and the Dissemination of Wealth in the 'Lais' of Marie de 
France," Signs 25 (2000). 
6
 Ibid. 
7
 Vance, "Chretien's Yvain and the Ideologies of Change and Exchange." 
9
 Marie de France, Lanval, v. 17 
9
 Sabina Flanagan, '"For God Distinguishes the People of Earth as in Heaven': 
Hildegard of Bingen's Social Ideas," Journal of Religious History 22 (1998). 
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his particular situation. In a study of the marriages of the unfree of 
the lands of various northern French abbeys Berkhofer found that the 
bailifis or 'mayors' were part of a network of family relations that could 
include both free and unfree, 'mayors', counts and even a bishop, and 
that there was frequently a contest between 'mayor' and abbot about 
status.10 Certainly many of them must have been wealthy since sureties 
were offered of 500 or even 1000 pounds. Miller's study of estates in 
England showed that the majority in the twelfth century were 'farmed' 
by stewards who could grow rich on the proceeds aSorded by innova-
tions and an expanding economy, while the holder of the land was 
tied to a previously defined amount. ' ' Thus throughout north-western 
Europe the socio-economic divisions were in flux. Lesser nobles or even 
the unfree could rise to prominence, becoming patrons in their turn. 
The tendency to try to make offices hereditary could lead to the rise 
of a previously obscure family; while the lesser importance attached 
to the military function of the nobility could lead to the eclipse of a 
previously great family. Nevertheless, the socio-economic relationship 
was still chiefly expressed in terms of patron and client, even if this was 
now very much more complex than the relatively direct hierarchical 
relationships of the Carolingian period. 
1.1.1 Women as Rewards and Patrons 
Finke and Shichtman try to demonstrate that women in Marie's lais 
can funcdon as independent patrons, dispensing wealth and/or sexual 
favours at no behest but their own. There is no doubt that Marie's 
fairy lady in Lanval can do both, but then she is not of this world. The 
queen's attempt to make Lanval the object of her (sexual) patronage is 
unsuccessful. However, there are numerous examples of female patron-
age, both in literature and in reality. Eleanor of Aquitaine is probably 
the prime example of a woman who ran her own system of patron-
age and bestowed her sexual favours—and sometimes her wealth and 
position—on men of her own choosing. Even Eleanor could run foul 
of the system as was clear in her quarrel with Henry II. Eleanor was 
known, among other things, as a patron of troubadours who extolled 
the power of women over men. The melancholy lyrics of the trobaritz 
10
 Roben F. Berkhofer III, "Marriage, Lordship and the 'Greater Unfree' in Twelfth 
Century France," Past and Present (2001). 
" Edward Miller, "England in the Twelfth and Thirteenth Centuries: An Economic 
Contrast?," Economic Hhtory Review 24 (1971). 
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show this power to be far less than their male counterparts would have 
us believe.12 Marie's lais show women as part of the rewards given 
by a patron to his client for faithful service, and rulers used this as a 
regular means by which to reward especially the new bureaucratic elite. 
In romances it is probably truer to say that, except in cases such as 
the fairy lady, women functioned within the patronage system of their 
menfolk. They dispensed patronage but almost as a deputy, perhaps due 
to a sense of fitness or propriety, such as when Enide receives a gown 
from the queen. This episode shows the importance of the right sort 
of patronage, the right patron. Erec refuses to allow Enide to accept 
a gown from her cousin, the count's daughter, although he allows her 
to accept a horse, for the practical purpose of getting her to court. 
Enide's ragged appearance at court, together with her great beauty 
spells out the relationship between patron and client. By appearing in 
rags she is clearly the suppliant and the queen her patron. The queen's 
generosity to such a suppliant places her above the danger afforded by 
Enide's beauty that was to be acknowledged by Arthur's kiss. At the 
same time the relationship between the queen and Enide mirrors that 
between Arthur and Erec. In the same way, the queen 'gives' her maid, 
Sordemors, to Alexander, but they still need Arthur's consent to wed. 
Women were a channel through which patronage could be solicited or 
given, and there is litde reason to think that many women functioned 
as fully independent patrons in reality. 
In the romances king and queen bestow wives on their clients, and 
as far as the main protagonists are concerned this is a benevolent act 
to bring the lovers together. However there are many instances of a 
forced marriage being threatened. In these circumstances it is worth 
looking at the functions of women in real patronage relationships. Rul-
ers arranged advantageous marriages for their advisors and intimates: 
marriage to an heiress could bring a 'new man' wealth, prestige and 
possibly a title. It was also a relatively easy way for a ruler to reward a 
follower, without damaging his own personal holdings. Marriage for a 
wealthy, but unfree, man could mean the chance to escape his status, 
or at least that his children would be free. Exogamy of the unfree 
sometimes brought problems for the lords of the contracting parties, 
and in particular it could cause them to lose highly trained and wealthy 
12
 My thanks to Hannie van Horen for much information on the language of the 
trobaritz. 
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serfs: charters often make provision for the acknowledgement of the 
servile status of the couple, or one of the two, and insist on the servile 
status of children of the marriage, including the right of the lord to 
control their marriage.11 The decretal on marriage, Dignum est, issued 
by Pope Hadrian IV in 1155, in theory, should have removed a lord's 
control over the marriage of his serfs. In essence Dignum est asserted that 
the consent of both parties was the only ground for a valid marriage. 
However, it is clear that consensual unions were certainly not the only 
ones after 1155. Lords, while unable to annul serfs' marriages that had 
taken place without their consent, could still make such marriages very 
difficult, and in cases of exogamy could have recourse to the courts 
to enforce their rights over the serf. There is no reason to think that 
no pressure was put on free girls to marry, indeed given the patronage 
network it seems likely that they would be given little choice. Even in 
romance we can see a reference to Dignum est in Erec et Enide when the 
count who finds Enide by the side of the seemingly lifeless Erec marries 
her although she refuses to consent.14 
Free women could be seen as an asset, in fact a property that could 
be disposed of to the best advantage. In such cases this was often part 
of the patronage network or the building up of family alliances. The 
importance of this aspect can be seen when we consider Gratians 
Decrelum, c. 1140 and its attitude to the crime of raptus. Traditionally 
the crime for raptus was the death penalty, but appealing to a sense of 
Christian love and abhorrence of shedding blood, he advocates excom-
munication for a stated period. He also gives a new definition of the 
crime, including the fact that the victim must be abducted from the 
house of her father, and there must have been no previous marriage 
agreement between the parties. The punishment for ravishment in this 
way could simply be the marriage of the two parues, subject to the 
consent of the victim.15 In 1200 Innocent III gave his consent to this 
arrangement. This meant that while a couple wishing to marry had 
IJ
 Berkhofer, "Marnage, Lordship and the 'Greater Unfree' in Twelfth Century 
France." 
11
 Z^w ont le chapelain mandé 
Si con h cuens l'ol comande, 
Et la dame ront amenée. 
Si h ont a force donee; 
Car eie mout le refusa (4767-4771). 
11
 Kathryn Gravdal, "Chretien de Troyes, Gratian, and the Medieval Romance of 
Sexual Violence," Signs 17 (1992). 
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the means of forcing parents to agree, it also meant that the victim was 
placed in a position whereby she had little alternative than to agree to a 
marriage. This could be used by both a suitor, rejected by her father, to 
gain possession of land and other wealth, or by suitor and father, acting 
together, to force a union on which they had agreed, but was rejected 
by the girl. Gradval contends that 'Chrétien presents ravishment as an 
act of overpowering love that is not inherently criminal... both twelfth 
century writers [Chrétian and Gratian] study rape as male experience, 
offering a lesson on the harm it does to patriarchy; to kings, to fathers, 
to husbands, and even to the assailants themselves. Conversely, both 
authors textualize sexual violence as a romantic narrative (implying 
that it is quite a compliment "to the ladies")."6 Gradval's view has a 
pronounced feminist slant and she gives less weight to various factors 
than perhaps they deserve, and which have importance for this study. 
She points out that Chretien's rapists and would-be rapists are either 
from a socially inferior class or from some foreign land. To my mind 
this is important, as it not only separates the 'good from the bad', but 
it sets a standard that was expected of a Christian. The noble knight 
would do no such thing. Women in Chretien's works, while frequently 
beautiful and good, can be a source of deliberate temptation as the 
maiden in L· Chevalier de la Charrette. In this episode Lancelot not 
only rescues the maiden from what appears to him to be rape, but is 
dedicated enough in his love for Guinevere to withstand her attempted 
seduction. In virtually all the tales of rape and attempted rape the cause 
is the extraordinary beauty and desirability of the female. 
These tales give a secular setting to the didactic works that emphasise 
the need to withstand temptation. However beautiful the maiden, no 
true knight will take her by force: he will not succumb to his animal 
desires. The romances and lais had a chiefly secular and wealthy audi-
ence and were intended as entertainment, but they reflect the ideas of 
the time. To withstand temptation was good; those that succumbed to it 
were outside the community. Even when a knight such as Ywain, by his 
behaviour, sets himself outside the community, he can, through hardship 
and effort, reinstate himself. This is virtually the same message as was 
found in the theological works fight temptation, the imperatives of the 
body and the lures of the world and riches (literal in the case of the 
romances and those of the soul in the case of theological works) will be 
16
 Ibid., p. 585. 
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the reward. Even if you fail, with true repentance you can retrieve your 
position. Notable is that temptation is usually, though not invariably, in 
the form of a woman. Frequently the lovely temptress is the mistress 
of wealth, as Lancelot's siren or the queen in Lanvin. Such women can 
be seen as symbolising the lure of the world, with a great emphasis 
on sexuality. Here the message given deviates from that in theological 
and didactic works. In the latter, while in the twelfth century marriage 
was regarded as a sacrament and praised as being good and natural, it 
was still second to virginity. Virginity is the higher, more desirable state. 
In the romances this is not the case: they culminate in mutai sensual 
delight. For the knight his bride is his reward: for the lady the love 
of a valiant knight is to be preferred above continued virginity. The 
romances stress the sexual feeling of the protagonists, but emphasise 
that these are within the bounds of true and faithful love. Love and 
fidelity are the virtues here; even the adulterous love of Lancelot for 
Guinevere is shown, on his part, to be devoted. If Guinevere loved him, 
then Umile tanz a li—he loved her a thousand times more.17 Here, then, 
even adulterous love is shown to be true, but that of the woman is less 
than that of the man. Other indications of 'female weakness' can be 
seen in the romances and lais. While Chrétien stresses the true love of 
Enide, she succumbs to the gossip of Erec's father's court rather than 
believing that he remains the valiant knight she married. The wife in 
La Fresne is subject to jealousy and spite, and when caught in her own 
lies is prepared to murder her child to hang on to her reputation. The 
love of the wife in Buclaveret is not sufficient to prevent her nagging her 
husband until he tells her he is a wer-beast, then her love turns to fear 
and she plots his downfall. These women are not shown as inherendy 
evil in the beginning, but through flattery, fear or the world's opinion, 
malte mistakes of greater or lesser degree. 
The 'villains' of the pieces are frequently driven to their villainy by 
the overwhelming beauty of a woman. Equitan describes how the good 
king and lord is so overwhelmed by the beauty of his seneschal's wife 
he is driven to despair and to adultery. Despite his fitness as a ruler he 
comes to a bad end, along with his paramour. This is a basically good 
man who is tempted by feminine beauty: worthy of note is the fact 
that, in the beginning at least, the wife does nothing to seduce him: he 
already desires her before he sees her, and he seduces her. Simply the 
" Paris, Bibliothèque Nationale Ms f. 794, 4690-4691. 
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report of a woman's loveliness is sufficient to start a trail of disaster. 
There is, then, under the adventure and eroticism of the romances 
and lais a layer of moral didactic that points out the need to withstand 
temptation, the danger represented by the world. The various person-
ages can be seen as a translation of the miks Christi, semihomines and 
monsters found in the initials of the previous chapter. Feminine beauty 
is shown as the greatest danger, a symbol for all the temptations of the 
world. In the knight who persists in his honour, the sexual response to 
beauty—and then always allied to wisdom and goodness—will lead to 
an honourable union, in which sexual gratification is subject to pure 
love and honour. The weak knight whose sexual urges take no account 
of honour will be defeated by goodness of the lady and/or her knight. 
The lady is frequendy shown as succumbing to the blandishments, 
threats or fear invoked by the man whose lust she has aroused. Both 
men and women can and do succumb to sin, and this sin is sexual and 
outside the patronage system. The lady who is worthy of the honourable 
knight is given to him, by father, king, queen or, in the case of Lanvin, 
the lady herself. Such a bestowal brings with it riches and honour, as 
well as the sexual favours of the woman. 
1.2 Church and State 
The relationship between rulers and the papacy, despite the agreement 
reached at Strasbourg, continued to be strained. Frederick Barbarossa's 
relationship with a succession of popes varied from the outright hostile 
to temporary alliance. At the beginning of his reign Frederick was in 
the position of having the support of a large number of the upper 
clergy in Germany, who were less than contented with papal power. 
Perhaps the highlight of the struggle was the letter of Hadrian IV, 
written in 1157 that implied that Frederick received his earthly power 
from the Church. The incident was smoothed over, but the power 
struggle continued and only ended in 1177 when in Venice the emperor 
kneeled before the Pope.18 The succession of anti-popes in the reign of 
Alexander was another symptom of the struggle for the control of the 
Holy See. This was not only between Pope and Emperor, but between 
" Giles Constable, "Dictators and Diplomats in the Eleventh and Twelfth Centu-
ries: Medieval Epistolography and the Birth of Modern Bureaucracy," Dumbarton Oah 
/%r.r46(1992). 
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the various factions, both political and hierarchical, within the curia 
and beyond. It is understandable that in a decree of the 1179 Lateran 
Council Alexander tried to set new rules for the election of a pope. 
In this it was declared that unanimity, which had been the ideal, was 
no longer required but a two-thirds majority would suffice. He went 
on to say that, 
if anyone, trusting to the nomination of one third, shall usurp for himself 
the name—the real authority he cannot—of a bishop he himself, as well 
as all those who shall have received him shall be subjected to excommu-
nication, and shall be punished by the privation of all their holy orders; 
so that the holy Eucharist, except on their deathbeds, be denied them 
Moreover if any one be elected to the office of pope by fewer than two 
thirds... he shall by no means be accepted, and shall be subject to the 
aforesaid penalty if he be unwilling to humbly abstain.'9 
Both the 'explanation' of Hadrian for his insult to Frederick and the 
provision for papal elections show something of the willingness to 
compromise. It has been suggested that Alexander, while in Venice for 
his talks with Frederick Barbarossa, had been influenced by the efficacy 
of the Venetian system for choosing a Doge.20 
The struggle for authority can also be seen in the relationships 
between Henry II and Hadrian IV, partly as recounted by John of 
Salisbury, who was on good terms with the Pope and, intermittendy, 
also with Henry. John, 'was perhaps the most able and influential rep-
resentative of his time' of the clericalist theory, something which would 
seem to have cost him, for a time at least, Henry's good will.21 He was 
certainly present, whether as an official member of Henry's diplomatic 
mission or as the representative of the archbishop of Canterbury, during 
the negotiations over the future of Ireland. Hadrian agreed to Henry's 
plans to conquer that land, but in such terms that made clear that this 
was a papal grant as given in John's Metalogicon:2'2 
Ad preces meas, illustn regi Angelorum, Hennco secundo, (Adnanus) consesnt el 
dedit Hibermam iure kereditano possidendam, ncul littere ipsius testantur in hodier-
num diem. Nam omnes insule de iure antique ex donahone Constantim, qui earn 
'^  Ernest G. Henderson, Selected Hulorual Documents of Ihe MiddL· Ages (London, 1910). 
20
 Josep M. Colomer and Iain McLean, "Electing Popes: Approval Balloting and 
Qualified-Majority Rule," Journal of Interdisciplinary History 29 (1998). 
21
 Giles Constable, "The Alleged Disgrace of John of Salisbury in 1159," English 
Historical Remew 69 (1954). 
21
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Jùndauit et donauit, dicuntur ad Romanam. Ecclisiam pertinere. Aunulum quoque 
per me transmint aureum, smaragdo Optimo decoratum, quo fieret inuestitura iuns in 
gerenda Hibernia... 
It is clear from this passage that the Pope was not simply agreeing 
to Henry's proposed annexation, but considered Ireland his to grant. 
Indeed, according to John all islands belonged to the Church, and by 
extension this could apply to England and thus the Pope could claim 
hegemony over Henry's kingdom. This might even be regarded as 
more extreme than Hadrian's letter to Frederick Barbarossa. Hadrain 
accused certain English bishops of putting Henry's interest before those 
of Rome and took a number of English churches under direct papal 
control and protection.23 
The relations between Church and State received theoretical attention 
from John of Salisbury in Policratucus. While laying emphasis on the 
work of the just ruler to protect the weak and punish the wrongdoer in 
the Carolingian tradition, there is a new emphasis on the role of law. 
It is impossible, says John, that the will of the ruler 'should be found 
opposed to justice.'24 His power comes from God who 'merely exer-
cises it through a subordinate hand, making all things teach his mercy 
or justice... For it is not the ruler's own act when his will is turned to 
cruelty against his subjects, but rather the dispensation of God for His 
good pleasure to punish or chasten them.'2'' He goes on to say that 
'the authority of the prince depends upon the authority of justice and 
law; and truly it is a greater thing than imperial power for the prince 
to place his government under the laws.'26 He quotes approvingly, 
Crisippus' statement that law extend over all things, both material and 
divine.27 For John, God is the ultimate authority and wordly authority 
secondary to that of the Church.2" 
The prince is, then, as it were, a minister of the priestly power, and one 
who exercises that side of the sacred offices which seems unworthy of the 
hands of the priesthood. For every office existing under, and concerned 
with the execution of, the sacred laws is really a religious office... and so 
-'
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he in whose hands is the authority to confer a dignity excels in honour 
him on whom the dignity itself is conferred. 
While John clearly advocated a system of harmony between ruler and 
Church it is notable that this is in no way an arbitrary relationship of 
a good ruler obedient to the Church, but rather of both being servants 
of a higher law or equity. It is this idea of rightness, of an order that 
goes beyond simply the interest of Church or state—although it is 
implied that if both were functioning properly it would be in their 
interest—that dictates John's view. God's divine order is not arbitrary, 
but subject to the laws that are inherent in God's justice and mercy. In 
this John goes beyond the struggle for supremacy between ecclesiastical 
and worldly authority, beyond who is God's primary representative on 
earth. The two authorities could also be regarded as having disputed 
ground in respect to the punishment of crime. John may have advo-
cated the earthly ruler, as the executive arm of divine law; for Gratian 
the matter was rather more complex. The relationship between the 
priest's power to remit sins, as symbolised by the keys, and that of the 
worldly authorities charged with punishing crime was problematic. If 
the hearing of confession and remitting of sins was not sufficient, that 
called the power of the priesthood into question; but if sinners could 
by these means be pardoned by God, then the enforcement of earthly 
justice, supported by the Church in canon law, was dubious. Gratian 
did not fully separate the two spheres of the Church, as he might have 
done. For Gratian the question of obedience to authority was limited to 
morally indifferent commands and must not extend to any that would 
transgress divine law. Divine law was an integral part of the Christian 
community and way of life and must be regarded as higher than any 
earthly authority.29 
The struggle between Church and Crown was highly complex and 
certainly not confined to who was the higher authority. Economics and 
administration, revenue and politics all played a role in both ambitions 
and strategies. Inter-dynastic rivalry and rebellion complicated matters, 
not only in respect of Frederick Barbarossa's nobles and his struggle 
with the Lombards, but the increasing ambitions of Louis VII and 
Philip Augustus, especially in respect of Normandy, were a source of 
conflict in which the Church was an important factor. It would appear 
29
 Stanley A. Chodorow, Christian Political Theory and Church Politics in the Mid-Twelfth 
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that the Plantagenet monarchs pursued a less subtle policy than the 
Capetian kings. The Constitutions of Clarendon of 1164 laid very 
great restrictions on the powers of the Church, especially the use and 
powers of the church courts, but also restricting travel without the 
king's consent. More particularly article seven protects royal officials 
and tenants-in-chief. 
No one who holds of the king in chief or any of the officials of his 
desmesne is to be excommunicated or his lands placed under interdict 
unless the lord king, if he be in the land, or his justiciar, if he be out-
side the kingdom, first gives his consent, that he may do for him what 
is right 
Article 10, is even more far-reaching. 
If any one who is of a city, casde, borough or desmesne manor of the king 
shall be cited by archdeacon or bishop for any offence for which he ought 
to be held answerable to them and despite their summonses he refuses to 
do what is right, it is fully permissible to place him under interdict, but 
he ought not to be excommunicated before the king's chief official of 
that vili shall agree, in order that he may authoritatively constrain him 
to come to his trial. But if the king's official fail in this, he himself shall 
be the lord king's mercy; and then the bishops shall be able to coerce 
the accused man by ecclesiastical authority. 
Such clauses severely restricted Church power by removing or limiting 
the ability to apply the most effective sanction of excommunication. By 
reissuing the canons of Lillebonne Henry II attempted to bring about 
a similar situation in Normandy. Obviously the appointment of bish-
ops, frequendy wealthy, influential and of great political importance, 
continued to be a major area of contention. The Concordat of Worms 
had apparendy regulated the matter, but there was still room for both 
manoeuvring and for conflict. The Plantagent kings were highly suc-
cessful in getting members of their family or close advisors and officials 
appointed in England and Normandy, but had considerably less so in 
the more southern Angevin territories.30 Philip Augustus' strategies seem 
to have been based, not only on the support he could expect from a 
candidate for an (arch)bishopric, but also on the financial gain to be 
expected from an empty sedes. It has even been suggested that the later 
twelfth century popes deliberately discouraged economic growth in 
10
 Ralph V. Turner, "Richard Lionheart and the Episcopate in His French Domains," 
French Hùtorical Studies 21 (1998). 
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secular areas so as to make the revenues from the sees in those areas 
insufficiently attractive to the Capetians for them to risk excommunica-
tion or interdict.31 The need for the support of bishops is shown by the 
defection of the once loyal Norman bishops at the end of the twelfth 
century. It would seem that Philip Augustus was fairly successful in get-
ting candidates appointed who would support him rather than having 
their first allegiance to Rome, and was perhaps more subtle in bringing 
more litigation to royal or comital courts instead of ecclesiastical. In the 
long run his less confrontational policy was more successful than the 
heavy-handed and frequently violent methods of the Angevin rulers.32 
Indeed the war-like policies of the Plantagenets were one of the rea-
sons why the Norman barons and people were prepared to shift their 
allegiance to Philip Augustus. This, together with the complexity of 
the feudal relationship between the Capetian and Angevin rulers, the 
secure power base in the Ile de France, the growth of the myth of the 
French nation centred on the king and the general intellectual and 
theological trend to build hierarchical systems led to a swing in the 
balance between England and France.JJ 
1.3 TL· Crusades 
After the enthusiasm and success of the first crusade, the failure of the 
second led to a great deal of disillusionment. Bernard of Clairvaux's 
apology for the second crusade lays the blame, not with the Pope or 
with himself: they were no more to be blamed, he says, than Moses 
was for the failings of the Israelites whom he led out of Egypt. He 
characterises those who went on the second crusade as 'rebellious and 
unbelieving.' They perished due to their own iniquities, and neither 
Bernard nor the Pope should blame themselves, even if those who 
judge by results blame them.34 After the crusade failed to achieve any 
11
 Bruce Bueno de Mcsquita, "Popes, Kings, and Endogenous Institutions: The 
Concordat of Worms and the Origins of Sovereignty," International Studies Review 2 
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of its goals there was more emphasis on the crusades as a professional 
military undertaking rather than a spontaneous upsurge of emotion from 
the ordinary faithful to combine pilgrimage with military objectives. In 
the summer of 1187 Saladin and his army defeated the Christian army 
at Hattin and soon afterwards regained Jerusalem. About six months 
later both Richard the Lionheart and Philip Augustus took the cross 
and pledged to regain Jerusalem, but delayed their departure for three 
years. This delay, at least partially, was due to their mutual suspicion 
and distrust. Bertran de Born addressed to Conrad of Montferrat, the 
defender of Tyre:35 
Siengner Comal, eu sai dm rei qu'estan 
d'audar vos. Ara enkndatz qui 
lo reis Felips es l'uns. quar va doplan 
lo rei Richart, es el lm dop t'ausi 
Ar Jos unsequecs d'elz en boia 
D'en Sakdin1 Pos van de Deu gaban 
Quar son crosal e d'anar mol no fan 
Bertran's admitted his own reluctance to go on crusade, despite feeling 
it to be his duty. If it does not please his ladylove he will stay behind. 
Troubadours 'evinced disillusionment with the outcome of the crusades 
against the infidel.'36 The Gesta Francorum describes men who refused 
to go on crusade as being characterised as womanish by sending them 
distafls and their womenfolk urging them to go, thereby giving a rather 
different picture to that painted by Bertrand7 Ramey has shown that 
the Jeu de Saint Nicolas, written just after the end of the third crusade 
by Jean Bodel, is a plea for conversion by peaceful means and points 
out that the Emir d'Outre l'Arbre Sec says:3" 
35
 Lord Conrad, I know two kings who lailed 
to help you Now listen who they arc 
King Philip is one because he suspects 
King Richard, who suspects him (oo 
I wish they were both in 
the chains of Saladin For they boast of God 
because they took the Cross, but say no word of going 
Poem 41, stanza 3 Cited Lindsay Diggelmann, "Exile and the Poetic Standpoint of 
the Troubadour Bertran de Born," Parergon 22 (2005) 
%
 Lynn Tarte Ramey, "Jean Bodel's Jeu de Saint Nicolas A Call for Non-Violent 
Crusade," French Forum 27 (2003) 
1
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Sains Mcolau, c'est maugré mien 
Que je vous aoure, et par forche. 
De moi n'arés vous fors l'eschorche 
Par parok demeng vostre hom 
Mais h creanche est en Mahom 
Ramey does not consider the name given to this emir, but surely this 
is of importance for how we read this character's speech. He refers to 
l'eschorche—bark—and that is all Christianity will have from him, the 
outer appearance, and that surely des in with his name Beyond the Dry 
Tree. There are numerous references to a dry tree in the Bible, but in 
the Middle Ages it was most commonly seen to refer to the cross and 
Christ with reference to Luke 23:31. This usage was very evident in 
various crucifixion scenes where the cross is shown bursting into leaf 
or flower as the green tree, that is, as the tree of life. Some miniatures 
such as the opening fi! 7v, 8r in Angers Bibliothèque Muncipale 24, 
discussed in chapter 2, shows the cross as the dry tree until Christ's 
death and sacrifice transform it into the green tree of life. The emir's 
name shows his rejecdon of grace and salvation: he is not even the 
dry tree, capable of being transformed, but beyond that. Because of 
this I feel that Bodel does not in any sense question Christianity, but 
I do agree with Ramey's point that Bodel was advocating non-violent 
conversion.19 
Many other sources seem to agree that the 'Holy Land [was] a set-
ting for crusader valour.'40 Certainly, ruthlessness was displayed and an 
eye to the military necessities, as when Richard the Lionheart ordered 
the slaughter of two thousand seven hundred Muslim hostages at Acre. 
The Iteranum Peregnnorum et Gesta Regis Ricardi puts the blame for this on 
Saladin and adds that those carrying out the beheading 'gave heartfelt 
thanks, since with the approval of divine grace, they were taking ven-
geance in kind for the death of the Christians whom these people had 
slaughtered...'4 ' The chronicler also says that 'King Richard always 
hoped to overwhelm the Turks completely, to crush their impudent 
arrogance, to confound Moslem law, and to vindicate Christianity.'42 
Muhammad Jean Bodel, Jeu de Saint Mcolas, ν 1507 1511 Cited Ramey, "Jean Bodel's 
Jeu de Saint Nicolas A Call for Non-Violent Crusade " 
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The chronicler gives a picture of Richard that seems to be the basis 
for the legends round him—leaping first ashore when attacking the 
Cypriots and challenging their emperor to single combat, being still 
sick but being carried in a silken litter 'so that the Saracens might be 
awed by his presence and also that he could encourage his men for 
the fight.'43 Philip Augustus, on the other hand, the chronicler shows as 
weak and impetuous, so desolated by the defeat suffered by the French 
at Acre that he would not even mount his horse. The various chroniclers 
sought to glorify their subject. Frederick Barbarossa had not delayed as 
long as Richard and Philip, but met his death while trying to cross a 
river in 1190. The account is worth comparing with that of Richard's 
chronicler, being rather more moderate. Frederick's chronicler describes 
the sun, heat and difficult terrain and goes on to say:4t 
The Emperor, who had shared in all the dangers, wished both to moder-
ate the heat and to avoid climbing the mountain peak. Accordingly, he 
attempted to swim across the very swift Calycadmus River. As the wise 
man says, however, "thou shall not swim against the river's current" 
[Ecclesiates 4:32]. Wise though he was in other ways, the Emperor fool-
ishly tried his strength against the current and power of the river. Although 
everyone tried to stop him, he entered the water and plunged into a 
whirlpool. He who had often escaped great dangers, perished miserably. 
Let us comment the secret judgement of God, "to Whom no man dares 
say: Why have you acted thus," when he takes such or so many men in 
death. The Emperor was, indeed, a knight of Christ and a member of 
his army. He was taken up while on a laudable mission to recover the 
Lord's land and his cross and thus, even though he was taken unexpect-
edly, we may believe that, without doubt, he was saved. 
This is interesting as not only is it less uncritical of Frederick than 
Richard's chronicler was of his hero, but it also gives a view of the 
question of salvation, especially in relation to Urban's promise of the 
remission of sins. Because Frederick was on a crusade, the fact that 
he had no time to make confession or receive either absolution or the 
extreme unction, meant that his salvation was secure. The question of 
salvation is raised in the correspondence between Philip of Flanders 
and Hildegard von Bingen in 1176-1177. By this time Hildegarde was 
recognized as a prophetess and her advice sought by many. Philip was 
rumoured to have vowed to go on crusade to show his penitence of 
Ibid., book III. 
Histona de Expeditione Fredmci Imperatons. 
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the atrocities committed in his war with England, accusations of being 
the cause of death of his brother, and have not only having Walter of 
Fontaines beaten to death, but also causing his corpse to be dishon­
oured.45 Philip's crusading vow can be seen as intending a pilgrimage 
of expiation and serving God's cause. Nevertheless, other consider­
ations played a role 'the iter lerosohmilamm changed into an occasion 
for personal prowess and knighdy pride.. ,'46 Philip saw the crusade as 
a furtherance of his family's traditional links with Byzantium and the 
kingdom of Jersusalem, an opportunity for personal prestige and glory, 
and the chance to extend the political influence of Flanders. This is 
probably why he asked Hildegard about the advisability of remaining in 
the Holy Land. Hildegard had less concern for the physical fight with 
the Saracens than Philip's spiritual fight against his sinful nature. She 
likened him to Adam and upbraided him for his 'negligencies and sins 
and all your unjust judgements.'47 While acknowledging the value of 
the fight to preserve Jerusalem she maintained that this only had merit 
if he meditated on his sins and sought to follow God. It would seem 
that there was a division between spiritual leaders, such as Hildegard 
and Bernard of Clairvaux, who laid the emphasis on the opportunity 
presented by the crusades to make amends for sin in a spirit of true 
repentance, and those who saw it as the chance for personal prestige 
and political advancement. 
Interestingly, various documents show a great animosity towards the 
Greeks. Richard's chronicler describes them as treacherous and cow­
ardly. Frederick, in a letter to Leopold of Austria written in 1189 says 
that 'the emperor of Constantinople, although he ought to be bound 
by brotherly love, has from the very first violated all the oaths that are 
known to have been sworn by his chancellor at Nuremberg... we can 
in future have no confidence in the words and oaths of the Greeks'. In 
the same year the ex-queen of Jerusalem, Sibylla, wrote to Frederick 
telling him 'never believe the Grecian emperor', a 'persecutor of the 
church of God has entered into a conspiracy with Saladin, the seducer 
and destroyer of the holy Name, against the name of our Lord Jesus 
Christ' and that the emperor refuses to allow provisioning of Jerusalem. 
, 3
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All this shows the deterioration in relations between the east and west 
and is a far cry from Urban's plea to liberate the eastern Christians 
from the Turks. 
1.4 Outside the Community: Jews and Heretics 
Not only was animosity shown towards the Greeks, and naturally, the 
Muslims, but Jews and heretics were increasingly attacked. The late 
eleventh and first half of the twelfth century had seen an intellectual 
assault on Jews, with Peter the Venerable probably the most vociferous.48 
Interestingly, one of the accusations against the Jews was that they lacked 
reason. The emphasis laid on knowing God through reason, advocated 
by Anselm and his followers, pointed to a new complaint against the 
Jewish literal interpretation of the Hebrew Bible (Old Testament). The 
proof that Christ was the Son of God, the Messiah and the Redeemer 
was there, according to Christological reasoning, and they decried the 
Jews as having no capacity to read their own Holy Book on a spiritual 
level. The logic of such writers Odo of Cambrai, Peter Abclard and 
Peter the Venerable was a Christian logic, but they felt that those who 
could or would not follow it were lacking the human capacity for rea-
son. It has been claimed that in this there was an attempt to make the 
Jew inhuman. This depends on the definition of inhuman, and while 
such wridngs were an attempt to denigrate Jews they did not suggest 
that they were another species. The efforts of Thomas of Monmouth 
in the case of William of Norwich and the attacks on the Jews of the 
Rhineland at the start of the first crusade were the signals that Jews 
were being further marginalised. Jews were generally found in towns, 
but among other things the growth of guilds restricted their activities. 
Money lending, or more precisely usury, has always been associated 
with the Jews, but many twelfth century Jews were unhappy about 
lending for profit and using Christian middlemen. Generally speaking, 
from the thirteenth century the moneylending activities increased at the 
expense of trade, possibly due to the reduced opportunities for Jews in 
commerce.49 The possibilities for Jews declined, but often they had a 
18
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special relationship with the local ruler, often financial. In the south of 
Francia, especially the Languedoc area, Jews prospered and could reach 
high positions.50 Generally speaking this relationship deteriorated. In 
1182 Philip Augustus expelled Jews from the royal domains and in the 
1190s more French lords expelled Jews from their territories.51 From 
the end of the twelfth century lords made 'takings' in their territories, 
that is levied an extensive and heavy tax on Jews. The result of this 
was that many Jews migrated to neighbouring areas where they bribed, 
often heavily, the ruler there to accept them. Many of the thirteenth 
century anti-Jewish measures had their roots in this increasing distrust 
and marginalisation of the later twelfth century. 
The Christian polemics against the Jews also had their effects. Until 
circa 1170 Jewish exegetes were satisfied with responding to Christian 
interpretations without resorting to anti-Christian treatises as such. 
The first sign of a new feeling was a translation into Hebrew of a 
ninth century Judeo-Arabic text that was indeed anti-Christian. The 
threat to Judaism was shown by the writing around this time of two 
polemical Jewish works written in Christian Europe.52 It would seem 
that these were written in direct response to those works that accused 
the Jews as lacking reason and the authors were conversant with these 
works—Jacob ben Reuben translating into Hebrew parts of Gilbert 
Crispin's work Disputahons with ajew.ji To these Jewish writers it was the 
Christians who were irrational, foolish and stupid, and that led them 
to misunderstand the prophecies. These works were directed against 
Christian belief, but tinged with a degree of racism. The anti-Jewish 
writings were again directed at belief and, nominally at least, had as 
an objective the conversion of Jews to Christianity. One of their points 
was the inclusiveness of Christianity that had no regard for race or 
sex, while Judaism was dependent on birth. In this sense such works 
cannot be called anti-Semitic, but this is not to say that there was no 
m the Middle Ages, Speyer and Berlin, 2005, ed. Speyer Histonsche Museum den Pfalz 
(Speyer, 2005). 
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anti-Semitism, that is a racially based antipathy. It is in this light that 
we must look at the claim that Jews were lacking in reason. 
Peter the Venerable was probably the most vehement writer against 
the Jews in the twelfth century. In the Adversus ludeos he 'gradually left 
debate about ideas behind in order to indulge in a frontal attack.'54 
The second part, in which this attack occurs, was probably written 
at the time of the second crusade, another indication that anti-Jewish 
and anti-Semitic tendencies seem to be linked to the crusades and their 
rhetoric. In the latter part Peter attacks the Talmud—possibly gaining 
his knowledge of it from a converted Jew, since there appears to have 
been no Latin translations available.35 He compares Jews to Cain, in 
that they killed their brother, Christ, and wonders if they have no more 
senses than an ass, which hears but does not understand.56 Nevertheless, 
his aim is to bring the Jews to repent and accept Christ. His polemic 
against the unreasonableness of the Jews fitted into a gradually build-
ing stereotype. 
In 1171 around thirty Jews were accused of crucifying a Christian 
child at Easter and were burned by Theobald V of Blois.37 Numerous 
theories were put forward to account for the accusations of ritual murder 
by Jews, one of which was that Jewish men were subject to numerous 
physical defects that only Christian blood could cure, including haemor-
rhoids and, curiously, menstrual bleeding. The earliest reference to 
this I have been able to find is in the first book of Jacques de Vitry's 
Historia Hierosolimitana abbreviate, probably written circa 1212, but it is 
clear that he is repeating a report that was already in circulation. Due 
to the response of the Jews at the crucifixion who cried out that Christ's 
blood should be on their hands and those of their sons, Jewish men, 
says Jacques, 'have become unwarlike and weak even as women, and 
it is said that they have a flux of blood every month.'18 Like women 
Jews were deemed to be cold and phlegmatic, unable to purge their 
:
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bodies of impurities. Lack of physical exertion was also attributed to 
Jewish males who were thought to lead a sedentary 'womanish' life. 
In fact the prejudices and polemics of the Christian apologists robbed 
Jewish men not of their humanity but of their masculinity. They were 
put on a par with women, creatures who were also impure, lacking 
reason and the inheritors of a terrible sin. Women could rise above 
their sex, become men in their souls, and Jews could 'reinstate' their 
true masculinity, their real humanity by accepting Christ. The female 
menstrual cycle was seen as a specific punishment for Eve's transgres-
sion, thus, although it obviously takes a great leap of logic, Jews were 
punished for their sin in the same way. The connection between their 
part in the crucifixion and the myth of the menstruating Jew is dem-
onstrated by some thirteenth century sources that claim that the men 
menstruated only at Easter. Augustine had stated that the female part of 
reason was that concerned with the senses, apprehension of the physi-
cal world, while the masculine part of reason is that of transcendent 
truth, the higher reality.59 The Jews' apparendy stubborn refusal to see 
the symbolic truths of the Old Testament and their insistence on giving 
it a literal interpretation meant to the Christian polemicists that the 
reason displayed by Jews was not the higher, masculine spiritual reason, 
but the lower, feminine physical reason. The theoretical inclusiveness 
of Christianity was dependent on conformation to a system of belief 
and behaviour that strove for an ideal that was masculine not only in 
metaphor but in essence, and increasingly controlled by a centralised 
authority. Those outside this system were marked as such. Later, Jews 
would be forced into a dress code, and the stereotyping that was already 
evident in the depictions of Cain was to increase and spread. Mascu-
linity was the metaphor of the Christian soul, endowed with spiritual 
reason: the typological reasoning rejected by the Jews stamped them 
as something less than men. 
Another group, or rather number of groups, which found themselves 
outside the system of accepted belief, but still largely part of the soci-
ety of north-western Europe, were the heretics. The twelfth century 
seems to have been particularly rich in heretical movements, possibly 
due to the eager search for a personal religion and contact with God, 
''' For a discussion of the role of the female reason see A. Kent Hieatt, "Eve as 
Reason in a Tradition of Allegorical Interpretation of the Fall," Journal of the Warburg 
and Courtauld Institutes 43 (1980). 
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but also due to the increasingly systematised dogma and ritual. These 
were possibly spread from the monasteries such as those of the Cluny 
network with their close connections, and certainly influenced by the 
increasing claims to power and decision by a number of strong-minded 
popes; even the eSorts of centralisation of secular power led to a greater 
degree of uniformity of ritual and belief. Heresy was nothing new of 
course, but from the mid twelfth century the attack upon unorthodox 
belief gathered momentum. Peter of Bruis's teaching had begun as early 
as 1119 1120 and was chiefly centred in southern France, Septimania 
and Gascony. There the ecclesiastical authorities were reasonably suc-
cessful in combating it, but twenty years later Peter the Venerable was 
horrified by the effects of Peter of Bruis's teaching in Provence and 
launched an attack, Contra Pelrobrunanos, possibly moved by the threat 
the heresy posed to Cluniac income.60 Peter the Venerable's attack, of 
course, was purely literary in the form of sermons and letters to be read 
aloud. However, the violence of the anti-heretical reaction—Peter of 
Bruis was burned on his own fire of crosses in St. Gilles-du-Gard—is 
a precursor of the violence of the crusade against the Cathars in the 
early thirteenth century. 
At roughly the same time that Peter the Venerable was beginning 
his onslaught on the Brusians, Everwin of Steinfeld, prior of the Pre-
monstratensian foundation near Cologne, was appealing to Bernard of 
Clairvaux to preach against heretics, the wild beasts and monsters, as he 
calls them. Bernard's response was that heretics should be defeated by 
argument, not force—capiantur, dico, non armis, sed argumentis.(ii However, 
he later uses the same arguments against the heretics that Peter the 
Venerable used against the Jews—that they were incapable of under-
standing logic, and charged them with lack of learning. He accuses 
them of sexual excess and deviation, of being cowardly, of impurity 
and of being 'spewed out by the Body of Christ, which is the Church.'62 
Much of Bernard's attack on heretics of various types rests not only on 
their unorthodox beliefs, but on their rejection of papal authority, of 
the defection of monks and clerics to the heretical movements and the 
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perceived threat to the Church as a body and institution. His message 
to the faithful as to how heretics should be treated was ambiguous. He 
stated that they should be won over by argument, but if they proved 
obdurate they were to be cast out. It cannot be said that he recom-
mended violence, but did not condemn it, saying that zeal of the mob 
is praiseworthy and it is better to wield a righteous sword than to lead 
others into error.63 
The second half of the twelfth century saw not only the enormous 
increase in the Cathar movement but also the rise of the Waldensian 
heresy. This arose in the 1170s, and writing some 150 years later Ber-
nard Gui in his Inquistor's Manual said:64 
The principal heresy, then, of the aforesaid Waldensians was and still 
remains the contempt for ecclesiastical power... The erring followers and 
sacrilegious masters of this sect hold and teach that they are not sub-
ject to the lord pope or roman pontiff or to any prelates of the Roman 
Church... Also they assert that they cannot be excommunicated by the 
roman pontiff and the prelates, and that they ought not to obey any of 
them, when they order or command the followers and teachers of the 
said sect to abandon and abjure it, although the sect has been condemned 
as heretical by the Roman Church. 
Alan of Lille saw the birth of the Waldensian heresy and what he saw 
disturbed him gready, called the members of the sect 'ravening wolves' 
and accused them of sloth. It is clear that Alan saw part of the danger 
as an undermining of the ecclesiastical and social order. His attacks 
are less virulent than Bernard Gui's but also bring out the points of 
obedience to ecclesiastical authority, the use of oaths and validity of 
absolution. 
Of the many heretical sects of the period the Cathars are the best 
known and probably presented the greatest danger to the established 
Church, and incidentally, to the secular authority as seen by the French 
monarch. The Cathars had many sympathisers and adherents among 
the nobility of Languedoc and were not seen there as a strange pres-
ence. However, various incidents in the period 1160-1180 increased the 
alarm felt by both the Church and civil authorities. The first secular 
bJ
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legisladon against heretics took place not in France, but in England 
at the Assize of Clarendon in 1166, whereby any sheltering heretics 
were to be expelled and their houses burned.65 The earliest mention of 
the word Cathar that we know of was by Eckbert of Schönau, whom 
he described as 'a race most pernicious to the Catholic faith, which, 
going with great subdety, they destroy like moths.' He goes on to say 
that in Germany they are known as Cathari, in Flanders as Piphles 
and in France Texterant, because they are weavers.66 He describes 
them as very talkative but extremely ignorant and that they claim that 
'the order of the Priesthood is altogether lost in the Church of Rome, 
and in all the Churches of the Catholic faith, and that the true Priests 
are not to be found except in their sect.'67 Female visionaries joined 
the attack on heretics: Eckbert's famous sister, Elizabeth of Schónau, 
and Hildegarde von Bingen both wrote against the Cathars. In France 
Henry of Clairvaux carried on from Bernard. His works show a shift 
from argument to the necessity that secular authorities should take steps 
against heresy In a letter to Louis VII dated 1178 he described the king 
as the propagator of the faith and the vanquisher of infidels.bB Henry's 
writings show an increase in the imagery of sexual perversion as a 
metaphor for Cathar beliefs and thereby strengthening the perception 
of sexual excess attributed to the Cathars. The accusations of sexual 
immorality and perversion increased in the later twelfth century, and 
the Third Lateran Council 1179 banned homosexual acts. There is 
more than a suggestion that heresy was associated with homosexuality 
and bestiality—in thirteenth century France the alternative word for 
Cathar 'bougre' gave rise to 'bougerie' denoting not only heresy but 
also homosexuality and bestiality. Alan of Lille suggested that the word 
'Cathar' came from a ritual of kissing a cat's rump. The accusations 
of bestiality and homosexuality had the intention not only to deter 
potential converts but to degrade and ridicule the sect members, mak-
ing them something less than their orthodox opponents. 
Little is known direcüy of the Cathar writings themselves, most of 
our knowledge of them is taken from the polemics against them or 
filtered through the formalities of later court proceedings. However, 
the thirteenth century tract Liber de duo prìncipibus shows that one of 
6
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their concerns was how to reconcile the evil in the world with a good 
and loving God. They proposed a second deity to whom such things 
were attributable and this was the God of the Old Testament, the God 
of Creation.69 
... they [Catholics] say that according to Genesis the lord is the creator 
of the visible things of this world: the heaven and the earth, the sea, men 
and beasts, birds and reptiles... But I say that the creator of the visible 
things of this world is not the true God. And I prove this from the evil 
of his words and deeds and the changeableness of his words and deeds 
as described in the Old Testament It is evident enough to the wise 
that the true God could not be this creator who mercilessly tempts men 
and women to destruction. 
It would seem that the idea of evil and good in connection with nature 
and the natural world was a preoccupation of many in the twelfth 
century.70 Hildegarde von Bingen gives almost a mirror image of the 
Cathar idea, using the metaphor of nature and the visible, showing its 
dependence on God and spirit. God and creation are Unked not only by 
the act of creation, but by the visible as indicator to the invisible. She 
says that the visible world was 'created so that God's name be known 
and glorified, that in it be seen not only the things that are visible and 
temporal, but the things that are invisible and eternal.'71 Certainly 
Hildegarde's God was no tempter; that was 'The ancient dragon' who 
particularly wanted the fall of woman, 'because he recognised that her 
childbearing was the root of the whole human race. Hating her mightily, 
he said to himself he would never cease to pursue her. . . '72 However 
exceptional Hildegard was regarded both in her own time and later, she 
was recognised by both secular and ecclesiastical authorities as the voice 
of God. Her cosmology seems inclusive, but her writings still reflect the 
theoretical inclusiveness of Christianity. In theory all were welcome in 
the Church, but it seems that some were more welcome than others. 
Hildegard was unusual in that, due to her status as a prophet, she was 
allowed to travel and preach, but she spoke against women as priests 
6
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and was accused of only allowing the free and noble women into her 
foundations." Her attitude to heretics conforms to this. The Church 
was becoming more centralised, its doctrine more controlled: all were 
welcome, if they conformed. There was less room for discussion, and 
that which took place within the Church could relatively easily go 
beyond the bounds of that which the Church permitted. It was still 
a great way from the Paris condemnations of 1277, in which even 
Thomas Aquinus came under scrutiny, but indications of such develop-
ments can be seen in the later twelfth century. Perhaps it can be said 
that the western Church was in the process of defining itself by what it 
was not. The schism of 1054 made a final separation with the Eastern 
Church: the Muslims, Jews and heretics served to further define what 
was expected of the twelfth century Christian. According to logna-Prat 
Cluny was, in a large measure, responsible for this. 'The tyranny of 
the single Christian ring' convinced 'mankind of the iron law of their 
condition—sacrifice, exchange with the other world —the disciples of 
Christ could hope to spread across the whole world, turning it all into 
Christendom.'74 In Adversus ludeos Peter the Venerable wrote:71 
I said 'the whole world,' because, although Gentiles or Saracens may 
exert tyranny over some parts of it and Jews lurk among Christians and 
pagans, there is little or no part of the earth Even remote islands of the 
Mediterranean Sea or the ocean itself, that are not inhabited by Christian 
rulers or subjects, that the truth may be made plain which scripture says 
concerning Chnst "And he shall rule from sea to sea, and from the nver 
unto the ends of the earth" 
1.5 Nature, Belief and Understanding 
The idea of natural virtue, that is, virtue that could be found in pagans, 
infidels and pre-Christians, the idea of the natural world having intrinsic 
goodness, was a difficult concept. All writers, except the Cathars, would 
say that creation in all its aspects was originally good, having been 
the work of God. There was, however, the point that with the fall of 
man, not just his nature, but that of the visible world was corrupted. 
" For a discussion of Hildegard's policy in this respect see Flanagan, '"For God Dis-
tinguishes the People of Earth as in Heaven' Hildegard of Bmgen's Social Ideas " 
71
 logna-Prat, Order and Exclusion Cluny and ChruUndom face heresy, Judaism, and Islam 
1100 1150 
" Adversus ludeos, 4 1466 73 Cited ibid 
426 CHAPTER FOUR 
In the previous chapter it was said that there was more appreciation of 
nature and her bounty, and that the senses, at least according to Suger 
and likeminded thinkers, could be used to help to lift men's thoughts 
to God. The work of such thinkers as Abelard, William of Conches 
and Thierry of Chartres led to changes in modes of thought. 'In the 
early part of the twelfth century the world was seen for the first time 
since antiquity as wholly and legitimately open to human inquiry.'76 
This inquiry was driven by reason and used the senses: it was a critical 
inquiry distrusting authorities and searching for new knowledge and 
understanding, giving new weight to the quadrivium." In the second 
half of the twelfth century the urge to explore was subsumed in the 
desire to categorize. Stiefel suggests that this was due to the need for 
certainty and78 
intellectual support of the growing institutionalism of the times... to 
distance and objectify the emotions... and... the impulse to create unity 
out of a rich complexity of experience... The aggressive, creative drive 
needed for science is replaced by an attitude of acquiescence towards the 
newly enhanced authority of government, both secular and ecclesiastic, 
and towards a Greek writer of legendary powers [Aristotle]. 
John of Salisbury inveighed against the teachers of logic that were more 
concerned with categorising and torturing ideas than in understanding 
and using them. For John logic was an instrument to understanding, a 
means to the truth, not an end in itself, and he saw the new tendencies 
as a form of rhetoric in which truth was subservient to logic. The form 
of scholasticism noted by Stiefel and regretted by John of Salisbury, in 
my opinion, is a further manifestation of the centralist and conformist 
tendencies of the period. 
The desire to create a universally applicable system of belief had 
other results. It meant that the new scientific knowledge, whether empiri-
cal or Aristotelean, had somehow to either conform to this system or be 
branded heretical knowledge. There was considerable tension between 
what was 'nature' and the power of God. Nature might be good and 
worthy of study, but it demanded a definition of the power of God in 
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regard to the natural order. Anselm had solved this by poinüng out that 
God's power was not subject to whim, but that having ordered nature 
to be as it is and as part of his divine plan, he was bound by his own 
freely given word, so that people could 'count on a world disposed by 
the divine Wisdom according to number, weight and measure, but they 
understood that it did not have to be this world.'79 The 'new theology', 
centred round a number of scholars who taught at one time or another 
at Chartres, sought a new relationship between Platonic and Christian 
thought. Bernard of Clairvaux had accused Abelard of showing himself 
a pagan in his attempts to show Plato was basically Christian.80 Notable 
in the works of the Chartarians is a neglect of Heilsgeschichte. Their 
interest lay in creation, its being and execution. None would deny that 
God was the uldmate source of creation, but they gave an increasing 
role to nature. As Rudolf has pointed out, it is no coincidence 'that 
extant creation imagery in the manuscript illumination of the twelfth 
century should show an increase of almost 900 per cent over that of 
the eleventh...'81 Abelard had posited that God had endowed nature 
so that it could run without interference. A comparison of two works 
dealing with creation shows that nature becomes to be regarded both 
less optimistically and more indepcndendy.82 Thierry of Chartres 's Hexa-
meron, written in the 1140s, gives a physical account of creation based 
on his reading of Genesis. Thierry states that there are four causes of 
creation: first, God, the efficient cause, second, Divine Wisdom, the 
formal cause, third, an uldmate cause in God's love and fourth, a mate-
rial cause, the elements. God created the elements and from then on 
things could proceed according to God's plan, not as a single executive 
act of God, but from a series of acts, the one resulting in the other. 
Nevertheless, for Thierry creation was the work of a single omnipotent 
God; the role of 'nature' is limited to that of a process unfolding to 
God's blueprint, a process in which every necessary step is inherent in 
the original material of the four elements, the one acting on the other 
in a circular motion. As the work of creadon unfolds, following the 
79
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order of Genesis, man is created in the image and likeness of God, 
but given no other special weight, and the fall and its consequences 
are not mentioned. For Thierry the physical explanation of creation 
is simply an instrument to know God better: his work is one 'in which 
scriptural and natural text function as interdependent but provisional 
paradigms of a divine truth that transcends both.'83 The exclusion of 
the element of Heilsgeschichte gives extra weight to the 'scientific' 
rather than the salvie aspect. 
Alan of Lille's De planctu naturae, written about twenty-five years 
after Thierry's work, goes much further in creating an independent 
nature. Nature is a secondary cause, but by creating a personification 
who gives voice to the ills of the world, the focus of the poem shifts to 
her and away from the primary cause, God. Of great interest is that 
man is described as being made by nature, naturae /actus in arte, thus 
removing any close and special relationship between man and his God. 
The ninth century miniatures emphasized the immediate and hands-
on relationship between man and God. Subsequently the miniatures 
showed an increasingly distant God, no longer shaping, talking and 
instructing the first couple in close and loving intimacy. Man became 
part of creation as a whole, but both male and female were created 
direcdy by God. Alan's work, a mixture of poetry and prose, puts a 
new distance in the relationship and placed man firmly in the sphere 
of the worldly with no evidence of a divine spark. Nature calls herself 
God's vice-regent and tells how she orders the world, living creatures 
and seasons, and compares His perfection and glory to her own imper-
fection and efforts:"4 
But lest I should seem, in this my prerogative and power, to be detracting 
arrogantly from God, I profess most emphatically that I am the lowly 
disciple, of the Supreme Ruler. For I, as I work, am not able to press 
my step in the footprints of God as He works, but I contemplate Him in 
81
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His activity from a long way oiï, as it were with longing. His operation 
is simple, mine is multiform; His work is faultless, mine is defective; His 
is marvellous, mine is transient; He is incapable of being born, I was 
born; He is the maker, I am the made; He is the Creator of my work, 
I am the work of the Creator; He works from nothing, I beg work from 
another; He works by His own divine will, I work under His name. By 
His nod alone He orders a thing to exist; but my activity is the mark of 
the divine activity, and, compared with the divine power, thou canst see 
that my power is impotent. 
In this way Alan does not deny God's creative power, but emphasizes 
that it is exerted through the medium of Nature. This is made very 
clear by Nature who declares the stars and planets move at her com-
mand, the weather, the earth, sea and all living creatures honour and 
obey her. The one exception is man:85 
Since all things are by the law of their being held subject to my laws, and 
ought to pay to me a rightful and established tribute, almost all, with just 
dues and with seemly presentation, regularly obey my commands; but from 
this general rule man alone is excluded by an abnormal exception. He, 
stripped of the cloak of decency, and prostituted in the shameless brothel 
of unchastity, dares to stir tumult and strife not only against the majesty 
of his queen, but also to inflame the madness of intestine war against his 
mother. Other creations, on which 1 have bestowed the lesser gifts of my 
favour, throughout the rank of their activities are bound in willing subjec-
tion to the inviolability of my commands. But man, who exhausted the 
treasury of almost all my riches, tries to overthrow the natural impulses 
of nature, and arms against me the violence of wicked lust. 
The keyword in Nature's complaint is lust. Alan, in his persona as poet, 
had already lamented at the beginning of the work that sexual excess 
is the downfall of man, but Nature elaborates on this at length, dealing 
not only with promiscuity but homosexuality and prostitution:80 
β,
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I grieve that I have widely adorned men's natures with so many privileges 
and beauties, for they abuse and bring the honour of honour to disgrace, 
deform the fairness of the body with the ugliness of lust, mar the colour 
of beauty with lurid paint—the hue of adulterous desire—and even, as 
they blossom into vices, deflower the bloom of Flora And many other 
youths, clothed by my favour with noble beauty, who have been crazed 
with love of coin, have turned their hammers of love to the office of 
anvils. Such a great body of foul men roams and riots along the breadth 
of the whole earth by whose seducing contact chastity herself is poisoned. 
Of such of these men as profess the grammar of love, some embrace 
only the masculine gender, some the feminine, others the common or 
indiscriminate. 
Not only does sexual error come under attack, but anything that could 
smack of heresy—'For surely, when the dreams of Epicurus are put to 
sleep, the madness of Manichaeus cured, the intricacies of Aristotle 
argued out, the fallacies of Arius refuted, reason then proves the sole 
unity of God, the universe declares it, faith believes it, Scripture attests 
it.'87 This falling away from true belief is linked to sexual depravity 
and degeneracy in general. The cause, says Nature, using as she does 
throughout the metaphors of grammar and rhetoric, is her delegation 
of procreation to Venus, who turned the natural and ordered act of 
sex into laziness, lust and perversion —'the ruinous evil of idleness 
has produced inordinate love; how the excess and deluge of drink has 
brought to pass love's raging lust; how, taking its rise in gluttony, the 
ivory-white leprosy of licentiousness has destroyed great numbers.'88 
While Venus' fall was a result of boredom and idleness, it is clear that 
Alan gives a sexual basis for all sins: the perversion of lawful sex for 
progeny to the gratification of the senses and the pleasure of lust lies 
at the heart of man's degradation. One interesting point is the frequent 
mentions of homosexuality; both male and female types are mentioned 
by Nature, but it is male homosexuality that receives almost all of the 
malleos in incudum transtulerunt officia. Talu monstruosorum hominum multitudo, totius orbis 
amplitudine degrassatur, quorum fascinante contagio, castitas venenatur. Eorum siquidem hominum 
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in femmina, per aestatem m masculim genere irregulanter dechnantur. PL 449D-4450B. Trans. 
Douglas M. Moffat. 
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attention in this area. It is attacked throughout, but almost exclusively 
in its passive form, where men are likened to women, not only in dress 
but in their behaviour. Much of what Alan says has as much to do 
with the unworthiness of the female role as the 'unnaturalness' of the 
behaviour; male homosexuals betray their reason, their honour and 
their masculinity. Male prostitutes are criticized as being driven by greed 
to act as women, the implication being that only a perverted love of 
money would cause them to take a female role. 
Dephnctu naturae presents many problems. It inveighs against sexuality, 
but is a highly sensual work: it proclaims the omnipotence of God, but 
removes the responsibility of creation from him. Nature says she gives 
form to God's idea, but at another point says that she is imperfect, as 
are her works. The decadent nature of man is even further removed 
from God: while Nature intended a fine and noble creature, this plan 
was subverted by Venus. In fact Venus can be said to have taken over 
the role of the serpent, identified with Satan, in the fall of man. For 
all the discussions of the vices and virtues, by placing the blame for 
man's low nature on Venus, Alan makes sexuality, Luxuria, the key. Yet 
in a way, Alan reconciles both the natural, physical explanations with a 
scriptural version. His work is highly literary, a pessimistic analysis of the 
human condition in poetic terms. Man is depicted as being a product 
of nature, but not natural—and incidentally not as God intended. He 
is a perversion of an ideal. To make an analogy, man, as nature made 
him, is Adam (and Eve) before the fall: his present state is due to his 
succumbing to lust and bodily imperatives. God is so far removed from 
this man, by the intervention of both Nature and Venus, that he scarcely 
impinges on the world. The instructions to the poet reconcile this dif-
ference: the admonitions to virtue, to humility, generosity, temperance 
and above all to chastity, while Christian virtues, are not specifically so 
named. It is no overt sermon of redemption—Christ is not mentioned, 
but a plea for the virtue of man as Nature and God intended. Alan's 
work was written when there was a lively discussion of the relation-
ship of the vices to each other, and certainly his account of Venus' fall 
and the degeneration of man does not follow either the schemes of 
Gregory the Great or Bede."9 However, it is in line with the idea that 
B
'
1
 For an overview of such schemes and the discussion on the vices sec Siegfried 
Wenzel, "The Seven Deadly Sins: Some Problems of Research," Speculum: A Journal 
of Mediaeval Studies 43 (1968). 
432 CHAPTER FOUR 
vice is the result of corruption of the soul, as the mention of hereti-
cal ideas makes clear. A final point of interest is that Alan accuses the 
degenerate man of those crimes and vices laid at the door of Jews and 
heretics -laziness, greed, sexual excess and deviancy. His most ardent 
rhetoric is reserved for those who behave like women, just as Jews were 
'feminized' in the works of such as Peter the Venerable. 
1.6 Spintuality and Apocalyptic Thought 
While scholasticism followed a categorizing and 'scientific' line, other 
thinkers and theologians, adhering to the 'old theology', took a course 
that was emphatically dictated by Heilsgeschichte. Apocalyptic thought 
runs as a thread through many works of the period and especially those 
of mystic conservatives such as Bernard of Clairvaux, Hildegard von 
Bingen and Elizabeth von Schónau, whose writings often show extreme 
pessimism. In another category are the writings of Joachim of Fiore, 
whose complex theories had elements of both pessimism and optimism, 
but whether threatening the downfall of the Church and the coming 
of the Antichrist or the dawn of the age of men of the spirit, they all 
saw their own times as part of the history of salvation. In one of his 
sermons on the Song of Songs Bernard of Clairvaux railed against the 
present hypocrisy in the Church:00 
Look at these times... plainly foul with the "thing that walks in darkness" 
(ps. 90:6). Woe be to this generation from the leaven of the Pharisees 
which is hypocrisy (If that ought to be called hypocrisy which is now 
unable to hide because it is so prevalent and so impudent it does not 
even try!) Today the stinking corruption slowly spreads throughout the 
whole Body of the Church, both more desperate as it is widespread and 
more dangerous as it is internal... They are ministers of Christ and serve 
the Antichrist. 
The idea of the history of the Church and salvation having a concrete 
meaning in connection with Revelation, rather than regarding that work 
as timeless and metaphorical, was extremely prevalent in the twelfth 
century. People looked to their own time and read into it the working 
of God's plan. Bernard's diatribe against hypocrites seems to indicate 
that according to his own scheme he was living in the third, not the 
fourth age. The feehng that the Antichrist was near, or even present, was 
90
 Sancii Bernardi Opera 1:243-244. Cited McGinn, ed., Visions of the end. 
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widespread.91 Elizabeth of Schonau warned that ills and abuses must 
be corrected or disasters would overtake mankind. It seems clear that 
Elizabeth was gready influenced, if not manipulated, by her brother 
Eckbert, lending the weight of her prophetic utterances to his hobby­
horses. However, this study is not concerned with the genuineness of 
Elizabeth's visions, or how much was due to suggestion deliberate or 
otherwise, but with how these were regarded at the time. In her own 
time she was regarded as a true prophet and mystic. It has been sug­
gested that her prediction 'that Satan would receive power from God 
for inciting violence on earth, the sun would be sufiused in bloody red 
and covered by shadows, and Christians would cry out at the immense 
tribulation' referred to 1155 when the feast of the annunciation and 
Good Friday fell on the same day, a sign, according to some, of the 
approaching Apocalypse.02 Norbert of Zanten, according to Bernard 
of Clairvaux, believed that the Antichrist was imminent and 'that he-
would live to see a general persecution of the Church.'9 3 At this point 
it is worth pointing out that the word 'antichrist' could have many 
meanings. Basing the interpretation on 1 John 2.18 many thought that 
there would be many antichrists, chiefly as a forerunner to the Great 
Antichrist of Revelation. As an extension of this it could be seen that 
any who worked against Christ and his Church were antichrists. Indeed 
the word became a term of abuse—Bernard of Clairvaux called Abelard 
'antichrist' and John of Salisbury referred to the archbishop of Mainz 
in the same way.94 However, most people saw the forerunners of the 
Antichrist as those who were responsible for the great persecutions of 
the Church, either as individuals such as Nero, or people and/or beliefs 
such as Jews, pagans, Arians and Saracens. 
Elizabeth of Schonau was not the only woman to be concerned with 
apocalyptic matters. Hildegard von Bingen wrote extensively on Revela­
tion, but was pessimistic, considering her own time one of decline, a 
<>1
 Sabina Flanagan argues that while there were strong apocalyptic elements in twelfth 
century writings some felt that the time o( the Antichrist was imminent, while others 
did not see themselves living in the last days This difference, she suggests, is based 
on personahty and personal history as much as more public events Sabina Flanagan, 
"Twelfth-Century Apocalypnc Imaginations and the Coming of the Antichrist," Journal 
of Religious History 24 (2000) 
1,2
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time that was effeminate, and she was called upon to be God's prophet, 
because men had become weak. However, she did not expect the end 
in such an immediate future as Norbert did. Much has been written 
on Hildegard, some of it claiming her as a feminist avant le lettre. 
Storey claims that Hildegard's vision of Caritas is a 're-imagining of the 
Woman of the Apocalypse... Hildegard transformed the conventional 
imagery of the woman of the Apocalypse, which stressed the vulnerable 
and threatening aspects of this revelation, into a powerful conception 
of femaleness."15 While it is undeniable that Hildegard invented and 
used powerful female images, the feminist leanings of Storey lead her 
astray here. The implication of Storey's argument is that the feminine 
imagery was of a newly strong 'feminized' Church. This ignores the 
fact that the Woman Clothed in the Sun is rarely depicted as the cow-
ering figure she describes. The miniatures in Valenciennes 99 f. 32r 
and Wolfenbüttel, Herzog August Bibliothek Cod. Guelf l.Gud.lat, 
to name two of the manuscripts already discussed, show a strong and 
triumphant Woman Clothed in the Sun. The same applies to Storey's 
similar claim for this apocalypdc figure in Hortus Deliciarum. Hildegard 
was in many respects remarkable, her prophecy, preaching and influ-
ence were unique for her time. However, this must be attributed to her 
personally and cannot be connected to a feminist upsurge. Her images 
were strongly female, but she lived her life surrounded by women and 
most of her works were for women. It would seem true that she felt 
female weakness could be turned to strength through God, but she was 
basically conservative. If, as Barbara Newman claims, she felt that the 
priest should approach the altar in a feminine role, she also contested 
any idea that women should be priests and administer the sacraments.96 
Hildegard's works have been interpreted in many ways, often based on 
the miniatures, since traditionally she designed them, even if she did 
not execute them. Marsha Newman said that the miniatures are 'a 
reflecdon of her visions, and her commentaries are derived from her 
illuminations.'97 On the other hand Mews, with perhaps a more bal-
anced view, points out that image and text do not completely match 
'" Ann Storey, "A Theophany of the Feminine: Hildegard of Bingen, Elisabeth of 
Schonau, and Herrad of Landsberg," Woman's Ari Journal 19 (1998). 
%
 Barbara Newman, "Divine power made perfect in weakness: St. Hildegard on the 
frail sex," in Peace Weavers, Medieval Religious Women, ed. J.A. Nichols and Lillian Thomas 
Shank, Cistercian Publications (1987). 
9
' Marsha Newman, "Christian Cosmology in Hildegard of Bingen's Illuminations," 
L·gos: A Journal o/Calholu Thought and Culture 5 (2002). 
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and suggests trying to reconstruct the vision from the text.98 Hildegard 
felt that her times were degenerate, qualifying them as effeminate, not 
because she saw the female as better, but as a sign of the weakness and 
moral inadequacy she saw. She uses the expression in mulierem debilitatem 
to denote the falling off from the original strength and viridity of the 
world." We can say that Hildegard used the feminine metaphor in 
two ways: one was the traditional idea that weakness, and especially 
moral weakness, was feminine; the second way was as metaphors for 
the virtues and divine love as expressed in her visions. In this latter 
sense it is the power of God she is exalting, the power of his love. This 
might be a more 'feminine' aspect of God as opposed to the Judge, but 
her vision of creation with the female figure of Cantos, Divine Love, is 
less revolutionary that Alan of Lille's female Nature. Her veneration 
of Mary was typical of the period and her hymns to the Virgin reveal 
that it was the aspect of God's love and Mary's unsullied virginity that 
provide the strength for the future of mankind, not any femalencss in 
itself. Eve, in the aspect of the mother of the human race, is held up 
as the cause of sorrow and death.lüü 
0 clarisdma mater sanctae medidnae, 
tu unguenta per sanctum Filium tuum 
in/ùdùà in pkngentia vulnera mortis, 
quae Eva aedificavit in tormenta ammarum. 
Tu destruxisti mortem 
aedificando mtam. 
The specifically female attributes of Eve are held up as the cause of 
mankind's suffering and in the following verse extended to women as 
a whole.101 
0 quam valde pkngendum et lugendum est, 
quod tristitia in crimine per connlium serpentis 
98
 Constant J. Mews, "From Scivias to the Liber Divinorum Operum: Hildegard's 
Apocalyptic Imagination and the Call to Reform," Journal of Religious History 24 
(2000). 
'" hber dmnorum operum 3:5:8. 
100
 Oh, shining mother of holy healing, by your sacred Son you salved the weeping 
wounds of death that Eve had founded to the torment of souls. You destroyed death, 
building life. 
101
 Oh, what cause for weeping and mourning it is that sorrow and guilt through 
the advice of the serpent flowed into woman. Thus woman that God had intended as 
the mother of all destroyed her flesh (womb) with the wounds of ignorance and gave 
birth to much sorrow for her children. 
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in muherem fluxit. 
Nam ipsa mulier, quam Deus matrem omnium posuit, 
viscera sua cum vulnenbus ignorantiae decapai 
et plenum dolorem genen suo protulit 
Hildegard saw the world as degenerating after the fall, and recovering 
somewhat after Christ's death on the cross, but again falling into decay 
and sin after the time of the apostles and the time of righteousness. 
While not expressly linking the ages of the five beasts she uses in her 
apocalyptic visions to specific historical ages, there are sufficient indica­
tions that she saw the papal schisms and the struggles with the emperor 
as part of the events leading up to the coming of the Antichrist. One 
of the evil leaders who is responsible for the decline of the Church 
since the age of the aposdes has been identified as Henry IV.'02 She 
foresaw much war, turbulence and heresy before a time of peace that 
would end with the coming of the Antichrist, and while she gave no 
indication that that event would take place within a few years it seems 
clear that she saw her own day as heralding the coming end. 
The works of Joachim of Fiore may be thought to fall outside the 
scope of this study, since he lived and worked in southern Italy; how­
ever, his influence in the late twelfth century as well as later, means 
that his ideas have to be taken into consideration. A scries of popes 
and rulers not only endorsed his work, but actively sought his advice. 
Joachim's thought is very complex and based on three numerical sys­
tems. The best known of these is that of the three ages, that of the 
Father, Son and Spirit, corresponding to the (married) laity, clerics and 
the monastic orders.101 
The First Age of the world began with Adam, flowered from Abraham, 
and was consummated in Christ. The Second begins with Oziah, flow­
ered from Zachary, the father of John the Baptist, and will receive its 
consummation in these times. The Third Age, taking its beginning from 
St. Benedict, began to bring forth fruit in the twenty-second generation, 
and is itself to be consummated in the consummation of the world. The 
First Age, in which the married state was illustrious, is ascribed to the 
Father in the personal aspect of the [Triniatrian] mystery. The Second, 
in which the clerical state in the tribe of Juda was illustrious, is ascribed 
"" Mews, "From Scivias to the Liber Divinorum Operum: Hildegard's Apocalyptic 
Imagination and the Call to Reform." 
1 0 1
 Joachim οΓ Fiore, Concordia IV, 33. Cited Bernard McGinn, "The Abbot and 
the Doctors: Scholastic Reactions to the Radiceli Eschatology of Joachim of Fiore," 
Church History 40 (1971). 
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to the Son, the Third, in which the monastic state is illustrious, is ascribed 
to the Holy Spint 
These are generally regarded as being sequential; however, Daniel has 
argued cogently that Joachim's vision was more much complex and that 
there is a greater degree of overlap than is apparent from the above 
citation.104 This study is much less concerned with what Joachim really 
meant as with what effect his works had on his contemporanes The 
statement that the second age would end in his own time, and that the 
third age had already begun, is fairly specific and immediate. It must 
be noted that the flourishing of the third age was not synonymous with 
the coming of the Antichrist in the near future. Joachim saw a number 
of antichrists, Saladin was one and he or his successor would combine 
with another from the west and be both king and priest, but this unholy 
alliance would not last more than forty-two months, butlüJ 
It is not to be thought that the End of the world will come soon after 
he is judged, just because he is said to come at the End of the world 
The End of the world and the last hour are not always to be taken for 
the very last moment, but for the time of the End Just as many pious 
kings, pnests, and prophets preceded the one Chnst who was king, pnest, 
and prophet, so many unholy kings, false prophets, and Anüchnsts precede 
the one Antichrist who will pretend to be king, pnest and prophet 
After the destruction of this Antichnst there will be justice on earth 
and an abundance of peace .The Jews and many unbelieving nations 
will be converted to the Lord and the whole people will rejoice in the 
beauty of peace because the heads of the great dragon will be crushed. 
The dragon himself will be impnsoned in the abyss (Rev 20 2 3) That 
is, the remaining nations which are at the ends of the earth. The number 
of years, months, and days of that time are known only to God When 
they will have been completed and led to their end, Satan again will be 
released from his prison to persecute God's elect since there will siili be 
that remaining Antichrist signified by the tail of the dragon 
It is clear that while Joachim had a specific view of Hcilsgeschichte 
and that the world stood on the brink of a time of great peace and 
spirituality, he was not preaching the imminent end of the world. The 
opinion that the age of the spint was about to come to flower can be 
seen as both optimistic, since this would be a time of great peace, but 
it also foresaw a time of extreme troubles in the very near future The 
104
 L Randolph Daniel, "The Double Procession of the Holy Spint in Joachim of 
Fiore's Understanding of History," Speculum A Journal of Mediaeval Studies 55 (1980) 
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idea of the monastic age of spirit was clearly an encouragement for the 
monastic orders. Joachim himself was by turns, Benedictine, Cistercian 
and then founded his own order at Fiore. His writing on the age of 
the spirit, while supporting Daniel's reading, seems to suggest a return 
to basic Benedictine principles.106 
An order will arise which seems new but is not. Clad in black garments 
and girt with a belt from above, they will increase and their fame will 
be spread abroad. In the spirit of Elijah they will preach the faith and 
defend it until the consummation of the world. There will also be an 
order of hermits imitating the angels' life. Their life will be like a fire 
burning in love and zeal for God to consume thisdes and thorns, that 
is, to consume and extinguish the wicked life of evil men so that they 
do not abuse the patience of God any longer. I think the time of the 
monks will be like rain watering the face of the earth in all perfection 
and in the justice of brotherly love. The life of the hermits will be like 
a blazing fire... The former order will be milder and more pleasant in 
order to gather in the crop of God's elect in the spirit of Moses. This 
order will be more courageous and fiery to gather in the harvest of the 
evil in the spirit of Elijah. 
The idea that the monastic order, and even more so hermits, should be 
the dominant form of the Church was less to the taste of clerics and 
the papal hierarchy. However, this aspect did not seem to concern his 
contemporaries, however much condemnation he was to receive in the 
thirteenth century, even from such as Thomas Aquinus. While he lived 
Joachim was regarded by both lay and ecclesiasdcal authorities as a 
source of wisdom. He saw himself less as a prophet than an exegete, 
and therein lay much of his authority. His Concordia gave a new and, 
according to current thought, rational way of predicting the course of 
world history. The close correspondence that he worked out between 
the Old and New Testaments gave him, he claimed, a unique under-
standing of the Holy Writ: the past, present and future were there for 
those who could understand them. 
The sense of eschatology apparent in the works of Joachim, Hil-
degard and others is paralleled by the new iconography, frequently 
found on church portals. Scenes of the last judgement began to appear. 
'Par contre le XIIIe siècle n'est pas très fecund en representations de 
l'Apocalypse"07 Nevertheless it is in the twelfth century that such works 
* Joachim of Fiore, Expontio in Apocalypnm, fE 175v-176r. Cited ibid. 
" A.-M. Cocagnac, L· jugement dernier dam l'ari (1955). 
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began to appear for larger public. Scenes of the last judgement are to 
be found in miniatures from all the centuries covered by this study, but 
they are few; the twelfth century saw a notable increase. At the same 
time we find more and more representations of the fall in public art. 
This public expression will be discussed in the following chapter, but 
for now it is sufficient to say that a more general public had access to 
the visual exegesis of the first and last things. 
2. The Basic Type of the Fall in the Second Half of the Twelflh Century 
The number of manuscripts containing depictions of the fall increased 
considerably in the second half of the twelfth century. The dating 
of manuscripts is frequently difficult and subject to debate. Nor is it 
practicable to make clear distinctions in dating, any more than we can 
draw immutable temporal lines in considering the context in which they 
were made. There is an additional problem when manuscripts were 
produced over a long period or have later additions. Two manuscripts 
of importance for the developments in the iconography of the fall in 
the second half of the twelfth century have disputed dates. The first 
of these is Paris, Bibliothèque Nationale lat. 8846, sometimes called 
the Parisian Psalter, the last of the three 'copies' of the Utrecht Psalter 
made at Christ Church, Canterbury. While this work was completed, 
possibly in Spain, at a much later period, the creation cycle dates from 
the Canterbury period. It is dated as late twelfth or early thirteenth 
century, the early dating being advocated by Noel, and considering its 
similarities with other works such as Moulins, Bibliothèque Municipale, 
1, I accept the earlier dating.'0fl The other manuscript is Paris, Biblio-
thèque Nationale lat. 10434, dated by the Index of Christian Art as late 
twelfth century, but by Porcher as 'vers 1250."09 Stylistic considerations 
favour the later date, and a particular iconographie development comes 
to a conclusion in this work, thereby suggesting a date in the first half 
of the thirteenth century. 
An analysis of the scenes shows that of the twenty-one manuscripts 
with the fall, thirteen show the creation of Eve, six the forming or ani-
mation of Adam and twelve the expulsion. In addition four manuscripts 
Noel, "The Utrecht Psalter in England: continuity and experiment." 
Jean Porcher, L'enluminure fianemse (1959). 
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show the sacrifices of Cain and Abel and seven show Abel's murder."0 
Only four manuscripts have all these scenes.1" If we consider the geo-
graphical spread of the manuscripts, including the creation of Eve, and 
taking into account the relative area and population, there is a fairly 
even distribution. Of the thirty-five manuscripts which can be located, 
one comes from Flanders, eight from England and thirteen each from 
France and Germany/Austria."2 The chief anomaly here is that there 
is only a single manuscript from Flanders. However, when we look at 
subject matter in relation to geographic spread there are significant 
differences. Eleven of the thirteen German manuscripts contain scenes 
of the fall, as do three of the English; the Flemish manuscript also had 
the fall placed very centrally in an extremely elaborate IN initial. The 
number of French manuscripts with scenes of the fall, however, is only 
six. This would seem to continue the trend to relatively fewer English 
and French manuscripts and an increasing number of German ones 
containing this scene. Of the three English manuscripts"3 two can be 
dated to the period 1150 1175 as can one of the French."4 On the 
other hand only four of the German manuscripts can be securely dated 
to the third quarter of the twelfth century."5 
The situation is very different when we examine the number and geo-
graphical spread of manuscripts showing the creation of Eve. There are 
ten German manuscripts, four English and eleven French of which two 
German,"0 two English"7 and one French"8 can be dated 1150 1175. 
It would seem that in France and England, at least, there was a shift 
in interest from the fall to creation. At this point we can say that the 
creation of Eve occurs more often than the fall. A further interesting 
110
 Green et alia suggest that the folio bearing the Cain and Abel scenes existed 
in the original Hortus Deliciarum, but we have no copy of this Rosalie Green, ed , 
Hortus dehciamm Reconstruction (London, 1979) 
111
 Pans, Bibliothèque Nationale lat 11535, Γ 6% and lat 8846 f Iv&r Pans, Bib­
liothèque Genevieve Ms 8, f 7v and Warsaw National Library Ms lat Κ ν I 32, f 6r 
This last manuscnpt was sadly destroyed by fire dunng the Second World War and 
the researcher is forced to rely on photographs 
112
 For the sake of brevity I will refer to these as German manusenpts 
1
 ' ' Pans, Bibliothèque Mazanne Ms 36 and Glasgow University Library, Hunter 229 
114
 Auch, Bibliothèque Municipale Ms 1 
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' Salzburg Sankt Peter Stiftbibliothek Ms AXII 18 20, Stuttgart, Landesbibhothck 
Ms Hist lol 418, Berlin Staatsbibliothek Ms lat Fol 226 and Engelberg, Stiftsbiblio-
thek Ms 3-5 
'"• Engelberg, Stiftsbibliothek Ms 3 5 and Munich Staatsbibliothek Clm 14399 
' " Pans, Bibliothèque Mazanne, Ms 36 and Winchester Cathedral, Winchester Bible 
"
ë
 Chantilly, Muscc Condc Ms 744 
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point is that four of the manuscripts with the fall miniatures combine 
these, in various ways, with the fall of Lucifer and the rebel angels. All 
of these manuscripts are German."9 Twenty-four manuscripts contain 
creation cycles, although only nine of these include the fall, cither in 
the same miniature or within the iconographie scheme. The majority 
of these are the initial I and with the exception of Paris, St. Genevieve 
8 and Bibliothèque Nationale, lat. 11534, are purely creation medal-
lions, without the fall. A further group is formed by the initials IN as 
a monogram. Of these Chantilly, Musée de Condé 744 and Paris, 
Bibliothèque Nationale, lat. 5047 are again creation medallions. War-
saw, National Library, lat. F.v. 132 and Paris, Bibliothèque Mazarine 
36 showed the creation, fall, labours and the murder of Abel. Auch, 
Bibliothèque Municipale shows only the fall and possibly ubi es? Five 
manuscripts show creation in plaques, two of them Moulins, Biblio-
thèque Municipale 1 and Paris, Bibliothèque Nationale 884b show 
the fall, while Munich, Staatsbibliothek, Clm 935 continues with the 
story of the fall on successive folios. Amiens, Bibliothèque Municipale, 
Lescalopier 30 had a separate, and to my knowledge, unique, initial S 
with the fall, in which the letter is formed from the serpent's body, but 
sadly this has been cut out and its whereabouts are unknown. Three 
manuscripts show a circular composition and a remote creator.120 Four 
manuscripts are again initial I, but are not creation cycles, Lyons, Bib-
liothèque Municipale 410 and Salzburg, Sankt Peter Stiftesbibliothek 
AXII 18-20 are concerned with the fall, while Stuttgart, Landesbib-
liothek Hist. Fol. 418 and Winchester Cathedral, Winchester Bible are 
both expressions of Heilsgeschichte. Other manuscripts depict the lall 
in registers or full-page miniatures. 
2.1 Construction and Interpretation of the Basic Type 
It is clear that there are a variety of forms and combinations, but 
nevertheless various trends can be seen. The basic type must again take 
two forms, one in which the fall is central and the other the creation 
"'' In addition the Zwiefaltcn manuscript Stuttgart, Wurtemburgische Landesbib-
hothek also has, very prominently, this scene This manuscript that is possibly (rom 
before 1150 will be discussed later when considering Heidelberg, Universitatsbibliotck 
Ms IX, Sal X, 16 
120
 The remote creator is also to be found in Pans, Bibliothèque Nationale Ms lat 
5047 and Munich, Staatsbibliothek, Clm 935 In the latter manuscript the remoteness 
does not apply to the creation of Adam and Eve 
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of Eve. In the second half of the twelfth century this latter scene had 
become more popular than the fall itself. The general basic type, we 
can say, consists of three scenes—the creation of Eve, the fall and the 
expulsion. The twenty-one manuscripts that show the fall can be seen 
as a nucleus, and, of those, thirteen show the creation of Eve, ten the 
expulsion and six all three scenes. It could be argued that the three 
scenes occur in only one third of the manuscripts, but both the creation 
of Eve and the expulsion occur in roughly half of the fall manuscripts. 
The miniatures of the creation of Eve that appeared in conjuncdon 
with the fall were analysed separately from those in which they were a 
part of a creation or Heilsgeschichte cycle. The only notable diflërence 
was that the four instances of a 'remote' creator, such as the hand of 
God, were all found in manuscripts that did not depict the fall. 
The first of the three basic scenes can then be described thus: Adam 
reclines on his right side, his head resting on his hand. Eve, shown 
to the waist, rises from his side. Her right wrist is held lighdy by the 
cross-nimbed, bearded Logos who bears a strong facial resemblance to 
Adam. With his right hand the Logos makes a commanding gesture 
while Eve gazes at her Creator. A number of manuscripts vary greatly 
from this basic type, perhaps the most important difierences being in 
Paris, Bibliothèque Nationale Ms lat. 8846 and Heidelberg Unisversitäts-
bibliothek, IX, Sal, X, 16. Both manuscripts will be discussed in detail 
later. There is more variety in the depictions of the fall, but the most 
common factors are that Adam accepts the fruit from Eve and eats it, 
and the serpent holds a fruit in its mouth. While the proximity of the 
scenes of the creation of Eve and the fall had no effect on the former, 
there are some discrepancies between scenes of the fall with and without 
the creation of Eve. In scenes of the fall without Eve's creation the 
three factors already mentioned appear proportionally more frequendy 
than in the other miniatures, as does Adam's seeming eagerness for the 
fruit. There are also discrepancies in scenes appearing in less than fifty 
percent of the manuscripts. In manuscripts in which the creation of 
Eve is not shown she is far more often depicted as seductive, allied with 
the serpent, taking the fruit from the serpent's mouth and giving her 
attention to Adam than in the manuscripts that show her creation.121 
121
 Eve appears to be seductive, to some extent, in just under half of the manu-
scripts without her creation, while this element appears in less than a sixth ol' those 
with that scene. All association of Eve with the serpent, an indication that they are 
allies, that Eve is either inherently weak or evil, or that she has already succumbed, is 
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In contrast, almost half the manuscripts with Eve's creation show her 
eating the fruit, while only one of those without does so. The basic fall 
scene can be described thus: Adam and Eve stand on either side of a 
tree with a compact bunch of foliage. Eve hands a fruit to the bearded 
Adam, who eats it. A slender serpent with a small ruff and ears holds 
a fruit in its mouth. Eve is not consciously seductive and focuses her 
attendon on neither the serpent nor Adam. Adam's attention is on the 
fruit. The iconography of the expulsion is relatively homogeneous. A 
winged and nimbed angel, wielding a sword, places a hand on Adam's 
shoulder as he forces the two out of paradise. They clutch leaves before 
them and Adam looks back. In almost half of the manuscripts Eve 
also looks back. 
In his analysis of the Jeu d'Adam Beck states that the Adam playwright 
tries to reconcile the anomaly of a creadon that is perfect with the inher-
ent, that is pre-fall, incompatibility between Adam and Eve, male and 
female.122 In a slightly different form this sort of anomaly is apparent in 
the basic type in the later twelfth century. In the manuscripts in which 
the creation of Eve appears along with the fall there is less emphasis 
on both Eve's seductive or wicked tendencies and on Adam's willing-
ness to be corrupted. It would seem that there was a desire to show the 
whole of creation as good, and the fall is represented in a rather less 
emotional or moralistic way, simply as an event. The miniatures that 
deal with the fall, without the earlier history of creation, or at least the 
creation of Eve, seem to have a more didactic intent. The nucleus of 
three scenes again suggests a chain of events, the creation of Eve, the 
fall and the expulsion from paradise, implying a degree of causality. 
There is some measure of closeness in the creation of Eve, in that the 
Logos holds her wrist to draw her from the side of the reclining Adam, 
but there is litde intimacy in this action. The Logos makes a gesture of 
command and Eve appears and is drawn forth. There is no sign of the 
rib or that Eve is in any way a part of Adam that has been changed or 
to be found in just under half of the manuscripts without her creation, but it is shown 
in less than a third of those with the scene. Again, in almost half of the manuscripts 
without Eve's creation she fixes her attention on Adam, but this occurs in only one 
of the thirteen manuscripts with the earlier scene. In three of the eight manuscripts 
without the preceding scene Eve takes the fruit from the serpent's mouth, while she 
does so in less than a third of the other manuscripts. 
122
 Jonathan Beck, "Genesis, Sexual Antagonism, and the Defective Couple of the 
Twelfth-Century Jeu d'Adam," Representations (1990). 
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adapted: she is an integral part of Adam and, untransformed in any 
way, removed from him. The strong facial resemblance between Adam 
and the Logos is an indication of the affinity that was intended between 
them. Eve, on the other hand, shows no resemblance to her Creator, 
so it could be said that the Logos removes an alien—female element 
from man. Nevertheless, Eve's concentration on the Logos implies 
that, here at least, she is God's creature. In the basic type of the fall 
scene, taken as a whole, three points are emphasised; the fruit is held 
in the mouth of the serpent, Eve hands a fruit to Adam and he eats 
it. We have, then, a chain, if not a hierarchy, of culpability. The fruit 
is passed from the serpent's mouth to that of Adam, and Eve is the 
essential link in this chain. The serpent does not persuade Adam to eat 
directly, but only through an intermediary. Just as in Genesis B, the devil 
in Jeu d'Adam fails to convince Adam to eat the fruit; the subversion 
and intervention of Eve is necessary. Eve's role in Jeu d'Adam will be 
discussed in more detail later, but here it is enough to say that in the 
basic type her part is emphasised by the fact that she herself does not 
eat, but hands the fruit to him, aligning herself with the serpent, both 
of them holding, offering and suggesting, even though this alignment 
is not more openly expressed. Eve's role is crucial, but Adam bears 
the true onus of guilt. It is he who eats, takes the fruit in his mouth, 
consumes it and makes it part of himself, and thus part of mankind. 
In most of the manuscripts analysed, Adam is a fairly neutral figure, 
neither eager nor reluctant, a passive receptacle in the hands of the 
more dynamic actors in the scene. 
It is worth considering the implications of the two distinct sub-types 
of the fall scene, that shown in conjunction with the creation of Eve, 
and that without the prior scene. When we consider the latter, Eve 
does not have her attention on Adam and indeed, she seems to act 
almost automatically, remote and unconcerned whether Adam eats or 
not. However, the tendency in this sub-type is to show her fall rather 
than, or as well as, that of Adam. Taking the fruit from the serpent 
and eating it, her role then becomes more active, a prerequisite and 
preliminary to the fall of Adam. In this sub-type Eve is subverted by 
evil and used as an instrument to bring about the fall. In the second 
sub-type we have a different story. Eve is still the instrument of evil, 
but a more active and willing ally. Her pose invites Adam to eat and 
emphasises both her interest in him and her femininity—not overt 
sexuality, but a consciousness of her own difference and self. Adam 
ceases to be a neutral figure and is eager to take what is offered, reach-
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ing with one hand and holding a fruit to his mouth with the other. Eve 
is more closely aligned with the serpent, the two drawing Adam into 
the conspiracy. Perhaps it is permissible to read a warning here, not 
just against feminine wiles, but against masculine weakness. Adam's 
eagerness, his susceptibility to Eve's offer, displays an inherent weak-
ness that must be guarded against. It is noticeable that Adam's fault 
does not really lie in the fact that his attention has been drawn away 
from God. There is nothing of the close relationship between man 
and God, indeed as far as Adam is concerned he has no true meeting 
with God. The Logos draws Eve from his side while he sleeps. God 
has become an invisible and remote presence, not a closely experienced 
deity who can be seen, conversed with and touched. God has created 
and then withdrawn. He does not even physically intervene with the 
expulsion, but hands that task over to the angel. Adam's fault lies in 
his desire for the fruit; his attention is fixed on that, not on Eve, so it 
may be said that it is what Eve offers rather than the way she offers 
it that is important. This combined with his eating of the fruit, while 
it does not remove the danger represented by the female, places the 
emphasis on Adam's own weakness; he is not cajoled or tricked into 
eating. He is not the victim of an evil seductress, or even of too great 
a love for his wife. He desires that which is forbidden and takes what 
is ofièred greedily. His yearning glance backwards as he is driven out 
of paradise could be a sign not only of regret for what he has lost, 
but also of penitence. 
The basic type in the later twelfth century can be read on differ-
ent levels. The caution issued to man as a weak being, susceptible to 
temptation, is obviously there. There is some notion of the dangers of 
the female, less as a deliberate and sexual seductress, but rather as a 
willing, if somewhat ignorant tool of evil, the means by which tempta-
tion can enter a man's life. To this extent the female can be regarded as 
the 'other', that which is not of the world of God's creatures, removed 
from man, but still partaking of his essence. In my opinion this must be 
seen metaphorically rather than an attack on women as individuals. If 
women as individuals are a danger, then it is because of their weaker 
natures, their greater susceptibility to the world and the senses. We now 
see that man is also susceptible, not just to weakness, but also to what 
could be regarded as more 'masculine' traits, in particular ambition, 
the desire to have more. In many ways the later twelfth century Adam 
and Eve have a more difficult situation. They do not defy a close and 
personal God who manifests himself to them, who shows love and 
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concern. Their God is remote, a distant authority who must be obeyed 
and is swift to order retribution to those who defy him. 
2.2 The Basic Type in Context 
It can be said that the basic type, or rather the two sub-types, reflect 
the contradictory tendencies of the period. There is a degree of accep-
tance of Eve, as representing women, rather than the weakness or even 
viciousness of the 'female,' and an acknowledgement of male failing. 
Eve is seen as part of creation, indeed once again representing mankind, 
but the numerous depictions of her creation within a creation cycle 
without showing the fall, give a view of a creature created essentially 
good. It is perhaps a measure of the reverence in which such female 
mystics as Hildegard von Bingen and Elizabeth von Schönau were held 
that in the basic type only Eve beholds God. Eve's attention is fixed on 
the Logos, her hands held up in worship and adoration, while Adam 
sleeps oblivious of the presence of God. Perhaps the keywords here 
are worship and adoration: the Logos holds her wrist but she comes 
forth at a gesture of command. Despite the physical touch this is no 
moulding, no close creation. The Logos draws her forth from Adam 
and she is a part of him, partaking nothing of the divine. Adam, even 
in his unconscious state bears a likeness to God and thus is marked as 
being in nature closer to God. 
In the fall scene itself Eve is not shown as openly seductive, and this 
perhaps conforms to an increasing acceptance of sexuality and the mar-
ried state. It perhaps worth noting that the majority of the miniatures 
showing a seductive Eve are of German origin, while those in which 
Adam is an obviously willing participant in the eating of the fruit are 
almost all German. The acknowledgement of Adam's weakness and 
even of 'masculine' faults shows the two contradictory trends—an 
acceptance that some failings are not 'feminine,' and that those failings 
are greed and ambition. This reflects, to some extent, the standpoint of 
the romances. Women, even good women, possibly unintentionally, can 
inflame men to passion and good or wicked deeds, but the weakness, 
'masculine' or not, must be there. As the heroes of the romances gain 
their love, with honour and riches, so Adam should have lived with Eve. 
The rather more moderate attitude to female sexuality shown in the 
basic type can be seen as recognition that the monastic life of virginity 
and chastity, while still superior to married life, is not for everyone and 
that the secular life has its virtues. In this the basic type falls between 
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the works of Chrétien and those of Alan of Lille. It must be borne in 
mind that these two authors wrote for very difièrent audiences, and I 
have not suggested an audience for the basic type. 
The 'masculine' failings of Adam can also be seen as in line with 
the ideas of conformity and the rule of law. Adam transgresses a law, 
regardless of whether he is tempted or whether the desire comes from 
within himself. He thereby makes himself an outcast, marginalises 
himself because he does not conform to the established rules. The swift 
retribution shown, not carried out by the Logos, but by his deputy, 
again reflects a society that was striving for a centralised administration 
of justice. The expulsion is impersonal, not a righteous personal God 
driving out his disobedient creation, but a transgressor who is punished 
according to the process of law. Adam can be seen as God's client, 
but by betraying his remote and distant patron he forfeits the benefits 
of patronage. We can even see something of Gratian's contention that 
obedience to authority is only desirable in morally neutral cases. The 
command of God, the divine law, takes precedence over any command 
or request from earthly relations- Eve or the serpent. In the context of 
the late twelfth century, the increasingly fierce struggle between rulers to 
establish secular jurisdiction and the Church to maintain obedience to 
ecclesiastical authority could give another level of meaning to Adam's 
disobedience. 
The increased interest in creation, now superseding the interest in the 
fall itself, is perhaps an expression of the Chartarians' desire to examine 
and understand the world and man's place therein. The remote Logos 
of the basic type is in line with their ideas of a chain of creation that 
unfolds of itself, once set in motion by God. However, the Chartarians' 
lack of interest in the fall and Heilsgcschichtc is certainly not reflected 
in the miniatures, but even the act of creation itself is closer to ear-
lier Chartarian works, such as that of Thierry of Chartres, than that 
of Alan of Lille. God remains closely connected with creation, if no 
longer the Artisan, the Shaper with a personal interest in that which 
he makes; he is a figure of power who with a commanding gesture 
brings all things into being. 
3. Specific Manuscripts 
The choice of manuscripts to analyse more fully and to place within the 
context of their time and location is much greater in the later twelfth 
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century than in earlier periods. I have tried to select manuscripts that 
represent the various types of miniatures, but have sufficient idiosyn-
crasies to highlight their own message. The first of these is Paris, Bib-
liothèque Geneviève 8 that contains a series of narrative scenes from 
the inspiration of Adam to the murder of Abel. Paris, Bibliothèque 
Nationale, Ms lat. 8846 contains all of the basic scenes but in addition 
God reproaching Cain. Los Angeles, Paul Getty Collection, Ms. 64 
shows the creation of Eve, the expulsion and the murder of Abel, but 
not the fall, and is an example of the remote creation, 's Gravenhage, 
Koninklijke Bibliotheek 76 F5 has the 'comic strip' format that is also 
seen in Munich, Staatsbibliothek Clm 935 and the Hortus Deliciarum. 
Amiens, Bibliothèque Municipale, Ms. 19 has the two central scenes 
of the creation of Eve and the fall linked together, and may also serve 
as an example of a less high quality manuscript. Auch, Bibliothèque 
Muncipale Ms 1, is an IN monogram and shows only the fall and 
possibly ubi es? Stuttgart, Landesbibliothek, Hist. Fol. 418 is a clear 
example of the fall in relation to Heilsgeschichte. Similar in form, but 
very difierent in iconography is Salzburg, Sankt Peterstiftbibliothek 
ΑΧ 11 18 20. Finally, Heidelberg, Universitätsbibliothek IX, Sal, X, 
16 combines the remote creation with the fall of the rebel angels, an 
unusual creation of Eve, the fall and expulsion in a rare format as an 
introduction to an early copy of Hildegard von Bingen's Scivias. 
3.1 The Manenus Bible, Paris, Bibliothèque Ste. Geneviève, Ms. 8,f. 7ν 
This is a very complex initial I with six central medallions showing 
the six days of creation and with eight partial medallions depicting 
the events of Genesis from the creation of Eve to the murder of Abel, 
(fig. 56) These form the I while the 'n principio' letters are written 
vertically to the right of the main panel. These are distinguished by 
colour, being placed on backgrounds predominandy red and blue. The 
historiated I is chiefly gold, light green, reddish brown and dark blue. 
The medallions at the sides are in two groups of four and are intended 
to be read from left to right, top to bottom. The first four are set on 
each side of the first three days of creation, with the creation of Eve 
on the upper left, the prohibition on the upper right, the fall under the 
creation of Eve and ubi es? opposite. The lower four show, in reading 
order, the expulsion, Adam and Eve at their labours, the sacrifices of 
Cain and Abel and Abel's murder. The drawing and colouration are 
careful and skilled, the whole complex initial showing not only a high 
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level of draughtsmanship, but also an interesting theological balance. 
Ms. 8 is part of the 'Manerius Bible'—the rest consisting of mss. 9 
and 10—which is so named from the colophon giving the name of 
Manerius of Canterbury. Ste. Geneviève describes the miniatures of 
ms. 8 as in the style of Manerius and suggests that it has its origin 
in Troyes and was destined for the abbey of St. Loup. Its fine work 
and rich decoration are certainly in line with the great prosperity of 
Champagne in the twelfth century. 
The most noticeable thing about the six creation miniatures is that 
the creation of the animals and the inspiration of Adam replace the 
earlier representations of the creation of Eve as the work of the sixth 
day. This is by no means unique; the Lambeth Bible, in its Creation 
initial shows the Logos shaping a lump of clay into a rough man-shape, 
and in the Hortus Deliciarum God moulds the head of the slack and life-
less Adam. The instances of the inspiration of Adam also increase, this 
scene being found not only in the Ste. Geneviève manuscript, but in 
the Hortus deliciarum and Sens, Bibliothèque Municipale 1, p. 1, where 
again it is shown with the creation of Eve. In the first two medallions 
the Logos is bearded, but not in the succeeding four. It must be noted 
that Adam is also beardless in the scene of his inspiration, and the facial 
resemblance between the two figures is very great. The figures of the 
Logos and Adam arc again bearded in the scene of the creation of Eve, 
but not in the rest of the scenes. Noteworthy too is the fact that the 
Logos is not cross-nimbed. Before analysing the individual scenes it is 
worth considering these factors and the general layout of the initial. 
The six creadon medallions not only take a central position, they 
dominate the whole composition. They arc bigger than the partial 
medallions at the sides, and their impact is increased by the twisting of 
the rinceaux round them, the general symmetry and the central posi-
tion of the Logos in each medallion. In each he stands with his head 
just below the highest point, and his feet often impinging on the lower 
framework of vines. The side medallions arc derived from the central 
roundels, the rinceaux that define them branching out from the central 
twist. The eye is immediately drawn to the creation medallions, and we 
may regard them as being not only first in time but also first in conse-
quence. The emphasis is on creation and God the Creator, and this is 
driven home by the lack of the cross-nimbus: God is not immediately 
identifiable here as Christ, his role is that of Creator, not Saviour. The 
flowing rinceaux, leading the eye downwards, give a temporal order and 
a sense of sequential growth. This could be a reflection of the early 
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Chartarian ideas of creation: God is still totally in command and he 
is an active Creator, rather than one who sets the process in motion 
and then retires. However, there is an idea of growth, of one stage 
bearing the potential of the next. The central medallions show God's 
power creating from nothing and finally breathing life and soul into 
man, his ultimate creation, not just a physical existence but a being 
bearing his own imprint and likeness. The side medallions tell a story 
that is secondary, however important it is for man and his salvation; 
in this miniature it is subsidiary to the great fact of God's creation of 
the world and man. 
The human aspects of Genesis 1 4 are told in the sixth medallion 
and the eight side medallions, but the layout of the miniature places 
the inspiration of Adam on a diflferent footing to the succeeding events. 
This miniature is concerned with God and his works, rather than 
humankind. Man is shown as the last and greatest of these works. 
The animals have already been created and look on as God finishes 
his great labour. Adam is alive and conscious, his eyes and attention 
on God. In all the creation medallions God makes a gesture of com-
mand, either a single general gesture or a specific, directed one. In this 
medallion his gesture is directed at Adam, but in this scene alone is 
there a further connection between Creator and created. The eyes of 
the two meet, the rest of creation can look on but does not share this 
moment. God breathes a soul into Adam, endows him with a spark 
of divinity, the outward facial resemblance a sign of this inner link. 
We see again the importance of the mouth to medieval thought. It is 
not enough for God to raise his hand and command that Adam has a 
soul. God's very breath, that most intimate product of himself, passes 
from his mouth to that of Adam, so that a part of God resides in man. 
The two figures are bound together by that stream of air, but in this 
scene that stream is broken by the fingers of God. It is as if they cut 
an umbilical cord, which the depiction of God's breath resembles, set-
ting man free as an independent being with free will. Two echoes of 
what is to come can be found in this medallion. The serpent lies next 
to Adam, not with the other animals, and Adam's heel rest on its tail, 
perhaps an inversion of the curse on the serpent that the children of 
Eve will crush the serpent's head. Adam's left hand rests on his right 
thigh, covering most of the genital area, but there is more than a hint 
of his penis visible. 
It is perhaps one of the most remarkable features of the Manerius 
Bible that genitalia arc shown openly. While it had become common-
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place to show Eve's breasts, genitalia were generally avoided since the 
San Paola Bible. Male genitalia were often depicted on demons as a 
sign of their bestiality, their uncontrolled lusts and their sexual nature. 
The third volume of the Manerius Bible has a miniature akin to such 
works.123 On f. 128v heading one of the canon tables there is a scene 
of the wicked in hell appealing to Abraham, and they too are shown 
with testicles and penis. In the creation and fall initial both Adam 
and Eve are shown as sexual beings, Eve having full breasts with large 
nipples, her vulva marked in red and Adam's penis and testicles being 
only slightly more discreedy shown. In this it deviates from the basic 
type, perhaps being the most sexually orientated of all the miniatures 
of this period. 
The first medallion of the 'human' history shows the creation of 
Eve. This puts her immediately in a diSèrent category to Adam. He 
represented a completion, a pinnacle of God's labours. By placing the 
creation of Eve with the human history of the fall and death, she is 
shown to be almost an afterthought, secondary and linked less with 
the divine than with the world. It also reflects the idea current in the 
Middle Ages that Adam was created outside paradise and Eve within, 
(fig. 57) In this scene the Logos and Adam are once again bearded 
and the facial resemblance between them strong. Perhaps the confines 
of the partial medallion dictated the odd fact that Adam is sleeping 
upright. As in most other miniatures, his head rests on his left hand that 
in turn is supported by his right. An effect of this, whether intentional 
or not, is to increase the similarities between him and the Logos. Both 
are upright, with bent knees, the right arm before and the left hand at 
shoulder height. The poses are not identical, but similar. The Logos 
holds a very straight rib in his right hand, withdrawing it from Adam's 
side. Eve stands between the two, her eyes on the Logos. She is clearly 
very diflèrent to the two males, both in features and in pose. She does 
not rise from Adam's side, but seems more to be pulled out sideways, 
rather like a sliding door that has been released by the removal of the 
rib. The Logos holds her by the shoulder, but does not appear to be 
either moulding or drawing her out. While Eve's eyes are on God, there 
is no sign that she worships him, as is frequendy seen in other miniatures 
where she holds up her hands in reverence and wonder. As Adam was 
created sexual, so is Eve, her sexual characteristics emphasised more 
Paris, Bibliothèque Ste. Geneviève, Ms. 10. 
452 CHAPTER FOUR 
than Adam's at his creation. Unlike miniatures in which Eve emerges 
from Adam's side, we have here another view of the relationship 
between male and female. Rather than being a part of Adam that is 
removed, here Eve seems to be more his other self, a reverse image. 
A similar eflfect is to be found Lyons, Bibliothèque Municipale 410, 
f. 2r where Eve again seems to be almost a Siamese twin to Adam. 
This could explain the emphasis on sexual characteristics. It could also 
accord with the difiërence in treatment of the creations of Adam and 
Eve. Adam is shown receiving his soul, Eve her body, so that while 
Adam now represents the work of the sixth day it could still be said 
that Eve represents the physical part of mankind. This would imply 
that the creation stories of both Genesis 1 and 2 are shown. However, 
this differs from the ideas found in earlier works, and notably those of 
Claudius of Turin, about the simultaneous creation of the human soul 
and sequential creation of the body. The Manerius Bible rejects this 
utterly, and both male and female are shown as fully sexual beings. While 
Claudius' theory could be regarded as meaning that God created the 
soul of man with both male and female elements, the difference in the 
creation scenes in the Manerius Bible connects the creation of Adam 
with that of the soul, and that of Eve with the body. While the unusual 
factors of the inspiration of Adam and the sexual characteristics add 
to the levels of interpretation, once again we have the associadon of 
soul with maleness and body with femaleness. 
The second scene is another that is less frequendy depicted, and 
here the artist departs, as do others, from the Bible text. (fig. 58) In 
showing the prohibition after the creation of Eve and her presence 
at that event he ignores the chronological sequence in the Bible. God 
may have been present at Creation, but now he has become remote. 
He does not stand before the couple and indicate the tree, but issues 
a distant and remote command. It is noticeable that at this point the 
tree does not bear fruit and that, in direct contradiction of the bibli-
cal text, the injunction seems to be particularly directed at Eve. We 
are left in no doubt as to her knowledge of the ban: the command is 
given to her direcdy, not through the medium of Adam. Eve is shown, 
not only as a sexual being, but as self-aware. Her long hair cascades 
down her back to below her knees. The position of her arms draw 
attention to her breasts and vulva and she looks direcdy at the Domini 
dextera without fear or reverence. Her pose reminds the viewer of the 
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stage directions for Jeu d'Adam—Eva vero parum deminorì.12* Adam, on 
the other hand, looks away from God's directing hand, his right hand 
even covering that ear and he is further removed from the tree than 
Eve, as if distancing himself from the event. He may be tarnen propius, 
vultu coTnpoato,nb but his pose raises even more questions than that of 
Eve. Eve may be already showing signs of questioning God's command, 
but what is the viewer to make of Adam's inattention? I do not think 
it can be interpreted as an excuse, that he does not hear properly or 
is in some way excluded from the command. Eve gives the presence 
of God her attention, but Adam must also be aware of that presence 
and his gesture, if not a denial, is a refusal to concentrate on that pres-
ence. If the characters of the Jeu d'Adam display attitudes that might be 
considered more appropriate to post-lapsarian times, the figures of the 
Manerius Bible give hints as to their future conduct.120 Eve is shown 
as having the seeds of rebellion in her and Adam displays a lack of 
attention, regard and dedication to God's command. 
The next scene is the fall itself and here the sexual nuances are 
greater, (fig. 59) An interesting point is that again the tree docs not 
appear to bear fruit. Only two fruits are visible, the one in the mouth 
of the serpent and the other handed to Adam by Eve. No others arc 
on the tree and there is no indication of whence these two fruits came. 
The reader can understand that they are indeed the fruits of death, 
coming from the serpent. Eve is again aware of herself, with no guilt, 
hesitation or reluctance in her pose. She is bigger than Adam and her 
hair streams down her back and is visible between her legs that open 
so that she straddles the vine. She holds a fruit out in her right hand 
and takes another from the winged serpent. The serpent has a degree 
of seductiveness, its head bent down to Eve almost as if it were a cat 
inviting the woman to rub behind its ears. The easy and languid scn-
suousness of the serpent and the challenging attitude of the woman 
contrast with Adam's demeanour. His distant attitude has vanished; he 
clambers over the vine, his hand eagerly grasping the fruit Eve offers. 
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His attention is all on her and we can believe that he is unaware of 
the serpent, even though his arm brushes its body. The angle of his 
body gives dynamism to his pose, suggesting haste and eagerness. His 
genitalia are slightly more emphasised and the position of his hand 
and arm imply a sexual aspect to his energy. He thrusts his arm into 
the dark between the branch of the tree and the serpent to grasp the 
round, red fruit which Eve holds so temptingly before him, his thumb 
hooking into the hollow at the centre. Sin here is clearly related to 
sexuality, but also to male weakness in the face of (female) sensuality, 
and a lack of devotion and attention to God's word. 
The fourth and fifth scenes are far less explicit in the definition of sin, 
concentrating on showing the consequences. The medallion depicting 
the ubi es? scene docs give a slight impression of secretiveness, though 
this could be an accurate attempt to show human shame before God. 
However, the reader has the impression that God is searching for the 
pair, rather than that they are hiding from him. This is probably to do 
with layout, with Adam and Eve closer to the viewer and God partially 
obscured by the tree. In this scene Adam's resemblance to God is less 
marked. There is a degree of tension, with the humans separated from 
God by the tree and God's accusatory finger pointing over their heads 
instead of at them. Both Adam and Eve look away, in fact in the direc-
tion of the pointing finger. This could be the same device that was used 
in Junius 11. The finger and the gazes lead the eye to the text—the 
full biblical account of what the fall was to mean for mankind, human 
history (in the form of the story of God's people) and the whole history 
of salvation. On another level the poses could be interpreted as looking 
beyond paradise to what awaits man. One curious detail is that Adam 
holds Eve's chin. Neither appears to be depressed or repentant and this 
small intimate gesture draws them together, giving them a unity and 
closeness not found in the biblical narrative. 
The ubi es? scene is the last of the upper four, making a distinction 
between those scenes that take place in paradise and those that take 
place outside. The expulsion scene highlights the fact that there is still a 
resemblance between God and Adam, since the expelling angel is of a 
totally diSerent facial type. In general, this scene varies very litde from 
earlier miniatures. The angel brandishes his sword; Adam and Eve are 
dressed in skins and the angel pushes on Adam's shoulder. Both humans 
look back, but again Eve seems more self-possessed than Adam, her 
gaze directed more at her husband than the angel or the paradise that 
must lie behind him. Eve's hand again points out of the vine framing 
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the scene, this urne to the scene of their labours, indicating their future 
life. Again, there is a small intimate detail; Adam embraces his wife, his 
right hand resting on her left shoulder. Once again this gives a sense of 
unity and closeness between the two. In the labours scene Eve twirls a 
distaff to spin her thread. This is a notably lively figure and reminds 
the viewer that much of the commercial prosperity of Champagne 
and Troyes rested on the textile trade, bringing in cloth from Flanders 
and selling to merchants from all over Europe. Eve is again calm and 
controlled, the artist drawing her with firm, smooth lines. Her clean-cut 
profile contrasts with the softer lines of Adam's face. A spade stands 
between them and Adam holds an axe in both hands. He wears a soft 
round hat, often used to signify a Jew, even though the dress laws for 
Jews were not yet in force. 
The last two scenes are concerned with Cain and Abel. The left 
hand one shows the brothers' sacrifices. Interestingly, the brothers have 
very different facial types, but Abel's features are similar to those of 
Eve while Cain has some resemblance to Adam and God. It would 
be expected that this would be the other way round, but I am of the 
opinion that the more delicate features of Abel arc a sign of his youth 
and vulnerability. It cannot be said that Cain is distinguished in any-
way by physically unpleasant features. It is, however, to be noted that 
his cap clearly marks him as a Jew, while the headgear of Abel is half 
hidden by the framing vine. Both are robed with dignity, in contrast to 
the work clothes worn by Adam in the labours scenes and by Cain in 
the murder scene. The brothers hold out their offerings close together, 
so that they almost appear as one. The Vulgate describes this: factum 
est autem post multos dus ut ojjèrret Cain defiuctibus terrae munera Domino. Abel 
quoque obtulit de pnmogenitis gregis sui et de adipibus eorum et respexit Dominus 
ad Abel et ad munera eius. Since the lamb held by Abel is thickly fleeced, 
I think we must see this as interpreting pnmogenitus as the oldest of the 
lambs, the largest and fattest. In other words the best of what he had. 
This would be in line with the belief that Cain withheld the best of 
his harvest from God, keeping that for himself. This is strengthened 
by the fact that Cain's sheaf of corn is coloured green, implying that 
this is not ripe, full-headed grain. The usual means of showing God's 
approval of Abel's ofièring is the hand of God reaching out towards it. 
This means is not used here. The wavy blue and white field that usually 
symbolises heaven hovers above the brothers, but the sign of approval 
is an insignificant line reaching down from this to the lamb. This may 
have been the way the artist showed that Abel's sacrifice at least, was a 
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burnt ofièring, with the smoke ascending to heaven. Here God is very 
distant from Cain and Abel, while they make their offerings; the only 
sign that he notices them or receives one is that faint line. 
The depiction of Cain in the murder scene is very restrained, (fig. 60) 
His features are not coarsened or caricatured and no special emphasis 
is placed on his race He is dressed in peasant clothing, but that would 
appear to fit with the biblical account and does not distinguish him 
from Adam. Abel, on the other hand, is dressed in a toga-like gar-
ment, befitting his dignity as a martyr and the préfiguration of Christ. 
His hands are raised in an orant gesture, bringing to mind the scene 
in Jeu d'Adam when he says A Deu pri qu'il ait de moi mera.'1™ The stage 
directions add that Abel genuflects to the east, but while this adds a 
dramatic moment before the actual slaying in the play, the miniaturist 
shows this moment of prayer combined with the dead or wounded Abel 
at the feet of his slayer. The artist has emphasised the vulnerability 
of Abel by again depicting him as much younger than his brother, 
the brutality of the curved blade of the axe is echoed in the gaping 
wound in his head. Even more emphasis is gained by the comparison 
of the split and bleeding head of the victim with the protected head 
of his murderer. This medallion deviates from most depictions of the 
murder which have Cain swinging his club or other implement the 
jawbone seems to have been a later innovation while Abel reels away 
from the blow. Here Abel lies on the ground, his eyes closed and hands 
spread, both vulnerable and resigned. The strong horizontal line of 
his dark blue cloak increases the formality and static nature of his 
pose. This is a typological rendering of the scene, with Abel likened 
to Christ as the sacrifice who accepts what must be. This is enhanced 
by the fact that there is no hand of God as a symbol of Cain being 
called to account. 
The In principio initial of Ste. Geneviève gives an unusually com-
prehensive depiction of the events of Genesis 1 4 , but obviously it is 
more than a straightforward pictorial account. God's creation is the 
central fact and the other events, however important in themselves, 
are peripheral to this. These peripheral scenes are divided still further 
into the scenes inside and outside paradise. The two factors that give 
this initial various levels of interpretation and depth are the obvious 
sexuality of Adam and Eve and the two gestures of closeness and 
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aSèction bestowed by Adam on Eve. While numerous artists worked on 
the three-volume Bible there is a degree of harmony in the iconogra-
phy.128 Notable in the second volume, Ms. 9, is a miniature on f. 125v, 
the initial to Hosea. This shows the prophet, told by God to marry 
an adulterous wife prinapium loguendi Dominum in Osée et dixit Dominus 
ad Osee vade sume tibi uxorem fornicationum*29—and his reconciliation with 
her, also at God's command. The couple embrace and Hosea holds his 
wife's chin in his hand, in the same gesture that Adam makes towards 
Eve. Another Champagne manuscript of the same period, Paris, Bib-
liothèque Nationale, lat. 16745 has the same gesture on f. 112v. This 
shows Christ embracing the Ecclesia and can only have a positive con-
notation. In the case of the Manerius Bible I think we must regard the 
gesture as multi-layered. It is clearly a gesture of affection, but 1 think 
in this case it may also be interpreted as also one of forgiveness for an 
erring spouse.110 Adam's gesture in the ubi es? scene is clearly at variance 
with the text, in which he blames Eve. I think we may be justified in 
reading a more positive attitude to marriage in the Manerius initial. 
The gestures of tenderness, with no measure of sexual desire in them, 
combined with the clear depiction of sexual characteristics before the 
fall, can be seen as an endorsement of the institution of marriage, if 
practised in the limits and bounds of the Church. Perhaps this is less 
surprising when we consider the rather more positive attitude taken 
by many clerics, but perhaps even greater weight could be sought in 
the fact that Henri le Libéral was a great patron of both St. Loup and 
the romance ethic that abounded at his court. It is not remarkable 
that in the atmosphere in which Chrétien de Troyes flourished some 
of the same attitude should also be displayed in the decoration of its 
religious books. 
Lest anyone be carried away by the tenderness shown by Adam, 
the miniatures also remind us of his weakness. Eve is the dominant 
pair of the partnership. She leads and Adam follows. This can again 
be seen as a warning against the body's control of the mind. This is 
perhaps the thought behind the arrangement of the initial and show-
ing creation of both soul and body. It can also be seen in a typological 
sense, especially if we consider the way in which the Hosea story is 
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usually interpreted. The sinning woman represents the people who have 
turned from God and disobeyed him, and the forgiving husband is the 
Christ figure, granting forgiveness and absolution. It is noticeable that 
although Eve remains self-assured, in the post-lapsarian miniatures her 
poses are no longer challenging and it might even be considered that 
her submission to her husband's embraces represents her repentance. 
Perhaps her calm is a sign that she has accepted both the word of God 
and the authority of her husband. 
3.2 The Parisian Psalter, BN, Ms. lat. 8846 
This manuscript has been related stylistically to the Manerius Bible.131 
Indeed there are certain stylistic similarities, but the psalter that I will 
follow Tselos in calling the 'Parisian Psalter' to distinguish it from the 
Greek Paris Psalter, is even richer in colouration, flatter and more 
formalised, and what similarities there are, are not very apparent in 
the Genesis initial.132 It is generally referred to as the youngest 'copy' 
of the Utrecht Psalter and most research has concentrated on the 
iconographie similarities and divergences from the earlier so-called cop-
ies. It has all three Latin versions of the Psalms, but the Old English 
text has been almost entirely dropped. On the other hand more care 
has been taken with the Anglo-Norman translation.133 Unlike these 
earlier works the psalter itself is prefaced by a series of folios —four in 
total—richly illustrated in twelve rectangular scenes.134 The scenes are 
from the Old Testament up to David, the history of John the Baptist, 
followed by a tree of Jesse and then various scenes from the life and 
miracles of Christ. Interestingly these do not follow a chronologi-
cal order, the first dealing with his baptism, temptations and various 
miracles, while the last deals with the events from the annunciation 
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to the massacre of the innocents and the death of Herod, his soul in 
the form of a naked infant being taken by a devil.135 Thus the scenes 
follow neither a chronological nor a fully liturgical order. The weight 
given to various incidents is also uneven. Discounting the full-page 
tree of Jesse there are seventy-two scenes, eight of which are devoted 
to the events of Genesis 2-4, plus six creation scenes. Ten scenes give 
the history of Moses, five are devoted to Christ's temptations, but the 
majority are taken up by his miracles. The verso of f. 4 is devoted to 
the events surrounding Christ's birth. Taken as a whole, and consider­
ing those other scenes such as the sacrifice of Isaac, Noah's salvation 
and Joseph being rescued from the well, there is a strong theme of 
God's goodness and mercy, but also of the consequences of ill-doing. 
This last is particularly noticeable in the scenes that will be discussed 
here. It could be said that the scenes of Genesis 2 4 act as a starting 
point for the history of salvation that is to follow and culminates, not 
with the passion, but with the incarnation. There does not seem to be 
a strong typological connection between the Old and New Testament 
scenes; there are, of course, a number of standard typologies such as 
Isaac and David, and the reader would make the obvious connection 
between the fall and Christ's temptations. However, the emphasis seems 
to be on a particular type of Heilsgeschichte that lays stress on God's 
mercy and justice. 
The Parisian Psalter exemplifies what Rudolph discusses in his article 
on Creation miniatures in the twelfth century: 
The great change that took place in the creation imagery of the renais­
sance of the twelfth century was not charactenzed by a decrease of interest 
in the anthropological Yawist account of creation, but rather a dramatic 
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increase—an explosion, really—of interest in the cosmologica! Priestly 
account: an explosion of interest in the six days of creation.1% 
He goes on to demonstrate the closeness of Moulins, Bibliothèque 
Municipale, 1 f. 4v to Thierry of Chartres description of creation, in 
particular the circular, fiery motion. The Parisian Psalter, with a strong 
stylistic resemblance to the Moulins manuscript, has the same efièct 
in the first six scenes of f. Ir. (fig. 61) Indeed the architectural nature 
of God's creation is increased by the fact that in the first scenes he 
holds scales and a compass. This was used before in Anglo-Saxon and 
Anglo-Norman art: it is to be found in somewhat more abstract form 
in Hanover, Kestner Museum, WM XXIa 36, f. 9v where it is simply 
a Domini dextera holding the instrument, and London, British Library, 
Cotton Tiberius C.VI f. 7v where the face of God moves upon the 
waters, his arms extended and holding the balance and compass in his 
right hand. This is presumably a reference to Wisdom 11.21 . n 7 In each 
of the first six scenes of the Parisian Psalter, except this and the third 
day, the Creator holds a book or scroll in his left hand.1™ He does not, 
as in the Moulins manuscript, physically divide light and darkness, place 
the sun and moon in the heavens or even reach out from the heavens 
to bring birds and animals into being. He never leaves the boundary 
of heaven and his gesture and book are sufficient to create. The sixth 
scene shows the animals and birds with in their midst Adam, his hands 
held up to God, worshiping his Lord, rather than naming the beasts. 
This is indeed a remote creation, despite the facial resemblance between 
God and Adam. This creation of Adam perhaps can be regarded once 
again as a creation of the soul since the seventh medallion has certain 
details that make it more than the creation of Eve. 
While in the first six scenes the cross-nimbed Logos remains in the 
heavens, angels holding each corner, here he has descended to the 
earth and is accompanied by two angels. One of these kneels and 
holds out his hands covered by a red cloth. The Logos stands before 
him and creates the bodies of Adam and Eve. Adam lies sleeping, his 
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head held in his left hand, while the Logos reaches down to what the 
angel holds. This is apparently earth for with it the Logos is forming 
Adam's legs with his right hand. With his left he moulds Eve's head 
as she emerges from under Adam's arm. This is a remarkable scene 
in many ways since it shows the more or less simultaneous creation of 
the male and female body, Adam's primacy being shown by the fact 
that his is further advanced than Eve's. This shows a more 'hands-on' 
creation of mankind than the Moulins manuscript and is emphasised 
all the more by the very remote character of the earlier creation scenes. 
The formation of Adam from clay is seen clearly in the Lambeth Bible 
and the moulding aspect in the Hortus deliciarum, although in neither 
case does this extend to Eve, the Lambeth Bible showing only the cre-
ation of Adam and the Hortus deliciarum having its own very individual 
creation of Eve. The fact that the earth is held by the kneeling angel 
with covered hands could well be a reference to angels worshipping 
Adam, since covering of hands was a sign of reverence for what was 
held. A miniature on f. 166r, from the much later Catalan additions, 
shows an angel holding Adam's partially formed body. Gutman, in his 
sadly brief treatment of this, rejects the idea that it has anything to do 
with the angelic creation of man, but refers instead to a line from Vita 
Adae et Evae in which Michael calls the angels to worship the image of 
God.139 Strangely, Gutman makes no reference to the scene on f. Ir. 
Here there can be no doubt that we are dealing with the creation 
of man, but by God, not angels.140 Nevertheless, I think we can read 
a conflation of ideas here, both the creation, by the Logos, and the 
worshipping by the angels. 
The next scene is the prohibition of fruit of the tree of knowledge 
of good and evil. In this, and the succeeding scenes, the facial resem-
blance between the Logos and Adam is very marked. The Logos is the 
central figure, both in the composition and action. His colouration is 
also much deeper than that of either the tree or Adam and Eve who 
stand on the left. He points to the deep green foliage at the top of 
the tree with his right hand and holds a partially unrolled scroll in his 
left. Adam stands to the left of the Logos, one hand at his waist, the 
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other raised breast high with the palm outward. This could be seen 
as a gesture of rejection, not of God's command but of the fruit. 
Eve, standing behind him holds one hand at her breast and the other 
stretched out towards the tree, palm up. We see here, then, once again 
Eve's predisposition to sin. While the command is being uttered she is 
already reaching for the fruit. 
The scene of the temptation and fall itself is divided by the tree in 
the centre, its foliage now pinkish red, as if in anticipation of falling 
leaves. Two other trees bracket the figures and the whole scene is highly 
symmetrical. The dark blue serpent winds round the trunk, head on 
the level of Eve's, and it holds a fruit in its mouth. Eve takes this with 
her right hand and reaching behind the tree she hands another fruit to 
Adam. He already holds a fruit in his right hand, but makes no move 
to eat either, but seems uncertain. Eve is most certainly not only the 
initiator, but very much the active partner, in spite of her somewhat rigid 
pose. The reader's eye is drawn initially to the tree and its occupant, 
then follows the line through Eve's bent arm across her shoulders along 
her outstretched arm and on to Adam. Here it comes to a halt. Adam 
does not eat, nor does he reach for the fruit; there is no sign of eager-
ness or reluctance. In fact, this is not really a fall scene, since here the 
outcome is still in doubt. Adam has yet to make his choice. This must 
be a reminder to the reader of man's free will; he can take or reject the 
oSèred temptation. There are indications that we must place Eve and 
the serpent on the same side. Eve's attention is on the serpent's head 
and her waving locks echo the coils of the serpent's body. 
The scene of the expulsion holds little new. This is effected by an 
angel brandishing a fiery red sword. Adam, clutching leaves to his 
genitals, looks back, seeming to expostulate with the angel, while Eve, 
head down, looks towards where they must go. The scene of the labours 
emphasises the difficulties that they meet outside Paradise. The couple 
are separated by a central tree and Eve sits under another on the left. 
This is perhaps an echo of the bowers found in the labours scenes 
dating back to the Ashburnham Pentateuch and was such a feature 
of those scenes in Carolingian miniatures. Eve is spinning with a long 
distaff held in her left hand and with her right she holds the foot of 
the infant Abel suckling at her breast. At her feet is the young Cain, 
looking up at her and holding out his hand to her. Eve is usually shown 
either suckling an infant or spinning to depict God's punishment, but 
here the activities are combined. This, together with showing, not one 
child, but two, her bare feet and skin tunic points out the hardness of 
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her life and makes a stark contrast to the well-dressed Eve calmly and 
competendy spinning in the Manerius Bible. Adam too, has a harder 
task here. He is also barefoot and dressed in skins; as he digs he must 
straddle a tree to get his spade in the ground. While the Manerius 
Bible showed the loss of a natural paradise, it gave Adam and Eve 
the dignity of clothing and labour that should ensure a reasonably 
comfortable life. The Parisian Psalter is not so comfortable: Adam and 
Eve must sufièr not only loss, but also work hard for an existence litde 
better than that of animals. 
The lack of comforts and amenities of post-lapsarian existence arc 
not evident in the twelfth scene on f. Ir that depicts the sacrifices of 
Cain and Abel. The brothers are both dressed in long gowns and togas 
and are neady shod. Cain's seniority is again shown by his beard, while 
Abel is shown as a beardless youth. They stand cither side of an altar, 
covered with a rich cloth and each holds up his offering. The figure 
of the Logos, and here it is worth remarking that this figure is cross-
nimbed, is flanked by an angel on each side and leans forward toward 
Abel, his right hand raised in acknowledgement of the offering. His left 
arm hangs down from heaven, the hand seemingly pushing away Cain's 
offering. The typological aspects are very clear here. The Logos and 
Abel wear very similar clothing, and despite the fact that they are both 
bearded, there is no resemblance between Cain and the Logos, while 
God and Abel share the same dark hair. It is, however, the cross-nimbus 
that adds emphasis to the typological interpretation. The white of the 
robes, the lamb and the lit area of the altar cloth bring the Logos and 
Abel together visually, while the lamb and the reader's knowledge of 
what is to come perform the same function iconologically. 
The story of Cain and Abel continues on the verso with a further 
two scenes. Perhaps the most astonishing thing about the first scene 
on f. Iv, Cain's murder of Abel, is that the reader, having just contem-
plated the sacrifices, is inclined to think that Abel is the attacker and 
Cain the victim, (fig. 62) An angel looks on from the upper left corner 
as a figure, whose face is hidden, dressed in a white robe and red toga 
attacks another, dressed in a pink and blue striped robe and blue cloak. 
The clothing of Abel here is not the same as Cain's in the previous 
scene, but the colour is sufficiendy alike to starde the reader. This is 
a particularly lively and vigorous scene, with much more drama and 
action than the earlier scenes. It is also extremely brutal: Cain does 
not just swing a club or a branch at his shrinking brother; he seems to 
be filled with hate and violence. He grasps the branch in both hands, 
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his arms hiding his face as he raises it up and back preparatory to 
bringing it down on the already fallen Abel. He pins his brother to the 
ground, trampling his leg and hip, while Abel seems to be trying to 
crawl away, his head already bleeding from an earlier blow. It is as if 
the artist or designer intended to shock the reader. The violence of the 
scene in itself, so diSèrent from the somewhat static and stylised earlier 
scenes, is startling enough, but combined with the first uncertainty of 
identity it is sufficient to make the reader stop and think, perhaps turn 
back to the previous page, but certainly to make him take notice of a 
well-known story. Just as in Jeu d'Adam Cain is shown to be duplicitous 
there is deliberate ambiguity in this scene; the reader is tricked for a 
moment, as Cain accuses Abel of treachery, while in fact betraying his 
brother, so he, through the medium of the artist, tricks the reader. The 
calm formality of the earlier scenes returns with the scene in which 
God asks Ubi es? Abel fiater tuns? Abel lies on the left, mirroring the pose 
of Adam in the seventh scene. His soul, in the form of a naked infant, 
is taken up by an angel.141 God, again with a cross-nimbus, confronts 
Cain and passes sentence on him. Cain on the left, still in the clothing 
of the previous scene, but with his bearded face now visible, holds a 
staff in his right hand as a sign of his words ecce eicis me hodw a facie 
terrae et a facie tua abscondar et ero vagus et profugus in terra. The confronta-
tion and judgement on Cain is a relatively infrequent subject, but is in 
accordance with the emphasis laid on the consequences of Adam and 
Eve's sin shown in the eleventh scene. This weight laid on the conse-
quences of sin, not only for the soul of the sinner, but for the ease, or 
lack of it, in his future earthly life would support Caviness's theory that 
there are political overtones to some Canterbury manuscripts. In this 
case we can think of the penitence laid on Henry II for the murder of 
Thomas Becket.142 Against this there is the suggestion put forward in 
the text of the 1996 exhibition of the Utrecht Psalter that 'it may have 
been a "royal" assignment. If the manuscript was intended as a gift to 
a noble of European stature, this might help to explain its appearance 
in Spain."43 Noel, in his essay in the catalogue is more cautious:144 
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The patron of Paris wanted treasure, and the style of the manuscript 
illumination has all the qualities of treasure... [he] wanted something 
new, not a reflection of something old, and images that fully reflected the 
wider spiritual, social, material and artistic environment of the late twelfth 
century. The patron of Paris saw the Utrecht cycle as a wonderful mode 
of psalm illustration, but one that he wanted transformed, probably by 
an artist of his choice. Yet who this patron was remains a mystery. Ead-
wine must have been a considerable drain on the resources of the Christ 
Church monks, and it seems unlikely that they would have wanted another 
and yet more sumptuous version of it a few decades later. Lay patronage 
was becoming an important factor in book production in the late twelfth 
century. The patron of Paris may have been a member of the laity, but 
if so, then that person had an extraordinary appetite for texts, and truly 
extraordinary financial circumstances to pay for their decoration. 
No suggestion that I know of has been offered as to why the work on 
the psalter was ended abrupdy at psalm 98, verse 6 of the text. The 
artist worked at the same time as the scribe and Noel suggests that 
he was an iterant, lay artist, and his work, too, is interrupted.145 If 
he was indeed the choice of the patron it is not remarkable that no 
other Canterbury works are from his hand.'*6 Something must have 
interrupted the work on the Psalter, and such an interruption is often 
caused by the death or faUing from favour of the patron. It is tempt-
ing to speculate that the mysterious patron was Eleanor of Aquitaine; 
she was both rich and cultured enough to order such a work and had 
Spanish connections in her granddaughter, Blanche of Castile, and her 
daughter-in-law, Berengaria. Her death at the abbey of Fontcvrault in 
1204 would also agree roughly with the dme the work on the manuscript 
in Canterbury ended. I have no evidence for Eleanor's patronage but 
I suggest she should be regarded as a possibility. 
If we take the prefatory cycle of the Parisian Psalter as a whole, there 
are three themes that are disdnguishable. The first of these is the might 
of God, shown not only in the creation scenes, but in others and in 
particular those of Christ's miracles. The second theme is allied to this 
and concerns God's mercy, again particularly noticeable in the miracle 
scenes, but culminating in the incarnation, the page that ends the cycle. 
The final strand is that of justice and penitence, including that which 
is lawful. The temptations of Christ parallel the temptation of Adam 
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 Ibid., p. 240. 
'
1(
' Ibid. 
466 CHAPTER FOUR 
and Eve, as does Abraham's rejection of Melchizadek's gifts. There is 
another scene, less usual, that must also be brought in connection with 
Genesis 3. This is the tenth scene on f. 3v that shows Christ and his 
disciples confronted by the Pharisees in the cornfield. The two scenes 
balance each other in their explication of what is lawful and what is 
not, with the added weight that the new law supersedes the old. The 
scenes that show rescue of Old Testament figures, Noah, Isaac, Joseph, 
emphasise God's mercy, but this culminates in the incarnation when 
the old law, under which man was doomed to die, was annulled by the 
new law of salvation. The central position of the tree of Jesse, filling 
the whole of f. 4r lends emphasis to this. This display of God's mercy 
is tempered with the scenes that show the position of those who defy 
God, thereby urging the reader to penitence while still assuring him 
of God's grace. It is worth noting the optimism of the cycle, enhanced 
by the fact that it culminates, not in Christ's death on the cross but his 
escape from the soldiers of Herod. The penultimate scene of the mas-
sacre of the innocents has its precursor in the third scene on f. 2r in 
which Pharaoh orders the death of male children. The final scene, the 
death of Herod, can be seen as the triumph of life over death and good 
over evil. The scenes of Genesis 1 4 encapsulate this general theme. 
3.3 The Stammheim Missal, Los Angeles, Paul Getty Collection, Ms. 64 
The Stammheim Missal was made at St. Michael's, Hildesheim about 
1170 and, while clearly a Romanesque manuscript, displays its Ottoman 
heritage in the surface qualities and the lavish use of gold background 
in the full-page miniatures. It is an extremely rich work with much use 
of both gold and silver leaf, deep rich colours and compositions that 
form careful geometric patterns, with a high degree of abstraction. 
Its iconographie programme is complex, with numerous typological 
references. The creation on f. lOv is the first of the fourteen full-page 
miniatures and is a fitting introduction to the following mass text. Teviot-
dale holds its fine state of preservation to be due to the fact that it was 
'regarded even in the Middle Ages more as an object to be treasured 
than a book to be read and used."47 The monks of Hildesheim had 
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already a lavish Missal,148 probably made to celebrate the canonisation 
of Bernwald, for everyday use and it is possible that the similar, though 
more elaborate Stammheim Missal, made about a decade later, was 
to be kept as a treasure, preserving the ritual of the monastery and its 
theological standpoint, (fig. 63) 
The wheel-like structure of the six days of creation reflects the cir-
cular motion of the ideas expressed by Thierry of Chartres, as does 
the sense of remoteness engendered by this distant Logos. The cross-
nimbus of tooled silver enhances the idea of emanation. The Logos 
is shown as a bust, square on, symmetrical apart from his cloak. He 
is flanked by cherubim, the colours of their wings mirroring those of 
the other. This is clearly the heavenly sphere. The space under the 
circle of creation is taken up by the depiction of events and persons 
that not only refer to the earthly but to the post-lapsarian period. On 
the left Adam and Eve are expelled from paradise and on the right 
Cain slays Abel. Slightly isolated from these figures by the curving of 
the frame to form a semi-medallion, is David, holding a scroll. The 
circularity of the composition lies in the central wheel, its rim formed 
by bands of colour shading from white to deep red and with a further 
band of gold inside it. Six silver spokes radiate from the hub, and the 
space between them is divided into four fields of alternating blue and 
green. Against these fields six gold-framed roundels are placed, each 
with a titultti describing the form of creation that day. Chronologically, 
the reader begins with the upper left roundel and proceeds round in a 
clockwise direction. Having reached the sixth day the reader comes to 
the creation of the animals and from there, an opening gives onto the 
hub linking the creations of the sixth day with each other. The hub is 
formed from a gold ground, framed with a circle of orange and gold 
that carries over into the frame of the medallion of the creation of the 
animals. Here in the centre of the creation circle, and of the miniature 
as a whole, is depicted the creation of Eve. The hand of God reaches 
from the left and Eve emerges from a rib protruding from the sleeping 
Adam's side. Eve fixes her eyes on the hand before her and holds her 
hands up in praise. 
The central creation cycle separates the heavenly from the earthly, but 
also places the creation of mankind in the centre both physically and 
theologically. Once again the creation of Eve symbolises the creation 
Hildesheim Dom Museum DS 37. 
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of human kind, but the gold ground against which this is set links it 
to the heavenly sphere rather than the blue and green grounds of the 
other roundels. Adam's feet reach just inside the animal medallion, but 
he bears the features of the Logos, thus he links the two spheres and 
perhaps it is not unintentional that he lies in a way that makes him 
partake of both. His rib protrudes from his side and grows into the 
upper half of Eve. This is a very graphic way of showing the connec­
tion, more so than the more usual emergence directly from his side. It 
emphasises the origin of woman is man, that she grows and develops 
from a part of him. In this miniature not the removal of a part of 
Adam is shown, but the transformation of part of man into something 
else. This is a depiction of a remote creation. The indentations at the 
sides of the miniature mirror the protrusions on the miniature on the 
opposite side of the opening, giving an implicit link between the two. 
The miniature on f. 11 r shows Sapientia, reaching up to God and form­
ing a link between him and the prophets who surround her. The scrolls 
of the prophets have a bearing on salvation, and it would seem that 
Sapientia's role is central to this. There is a faint text on Sapientia's robe 
that Teviotdale identifies as 'Proverbs 8.30 I was with him forming all 
things."4 9 However, I would query her assertion that Sapientia actually 
supports the figure of the Logos above her. The Sapientia miniature 
can be linked to the creation miniature not only in form, but by the 
scroll held by David that declares Omfnjia q[ue]cu[TnJq[ueJ voluit d[omi] 
η [u]s fee [it]. God, constrained by nothing, made that which is good; 
and herein lies wisdom, the recognition of God's goodness and the 
divine wisdom that ordered creation, an echo of Thierry's Hexameron. 
In this, divine wisdom was a secondary factor, and in my opinion the 
miniature on f. 11 r is a reflection of this. However, unlike the works 
of the Chartarians, the Stammheim Missal has a strong orientation 
to Heilsgeschichte; the full-page miniatures include the annunciation 
(f. 1 Iv), a majestas (f. 85v), the crucifixion (f. 86r), the nativity (f. 92r), the 
three women at the tomb (f 111 r), the ascension (f. 115v), and pentacost 
(f. 117v). Possibly in connection with St. Michael's, it does not have a 
last judgement, but a miniature of St. Michael and his angels batding 
the dragon according to revelation 12.7-12.'50 Implicit in the place of 
"'' Teviotdale, The Stammheim Missal, p. 57. 
| ,
'
0
 et factum est proelium in caeh Muhaliel et angell aus proelmbantur cum dracene et draco 
pugnabat et angeli eius 8. et non valuerunl ncque heus inventus est eorum amphus in caelo 9. et 
prouctus est draco ilk magnus serpens antiquus qui vacatur Diabolus et satanus qui sedual universum 
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the creation miniature and the inclusion of David and his scroll is the 
idea that the subsequent history was known to God. 
The omniscient God is part and parcel of the depiction of the Logos. 
This is a Being who knows all, but is himself not truly knowable. He 
is outside creation, above and separate from the created world. His 
connection with man is perhaps a little closer; he is revealed, but only 
as the commanding hand. There is no sense of closeness and God is 
known only through His works and that which He chooses to reveal. The 
remote Creator is found in other German manuscripts of the period. 
A Heiligenkreuzen manuscript crams the six days into an initial C in 
which the Logos is again a remote figure who creates with a gesture. 
In this initial the creation of Eve represents the work of the sixth day, 
nor is the relationship between man and God diflèrentiated in any way 
from that of the rest of creation. The figures of Adam and Eve, in 
proportion, are no larger than the animals, no hand of God reaches out 
to them; Adam does not even resemble the Logos. In the Stammheim 
Missal there is a special relationship, but it is not a close one. Not only 
does the Logos not shape, hold or converse with Adam and Eve, He 
does not truly appear; the commanding hand and Eve's gaze are the 
only signs that there is an apprehension of God's existence and His 
part in their creation. In this there is a division between the reader 
and Adam and Eve. The reader is shown the Logos as an omnipotent 
creator and must know and acknowledge him, but this again is shown 
as power relationship, rather than a close and loving one. In spite of 
the emphasis on Heilsgeschichte there is little of closeness in Christ's 
presence in the whole cycle of miniatures. The only two that could be 
described as showing any form of loving concern are the ascension, 
where Christ leans down towards Mary, and the assumption of the 
Virgin, where Christ enfolds his mother in a loving embrace. These 
could be regarded as showing more concern for the cult of the Virgin 
than a close and loving relationship between man and God. In the 
other miniatures any form of narrative or emotion is subordinate to 
the overall typological message. New Testament figures arc separated 
orbem prouctus est in terram et angeli eius cum ilio musi sunt 10 el audim vocem magnam in caelo 
duentem nunc facta est salus et virtus el regnum Dei nostn el potesUs Chnsti eius quia prouctus est 
accusatory fiatrem noslrorum qui accusabal illos ante conspectum Dei nostn du ac mele 11 el ipn 
mcerunt ilium propter sangumem agni el propter verbum testimonu sui et non dilexerunl ammam suam 
usque ad mortem 12 propterea laetamim caeh et qui habitatu in eis vae terrae et man quia descendit 
diabolus ad vos Habens tram magnam sciens quod modicum tempus habet 
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by frames or architectural details and surrounded by Old Testament 
prophets. The emphasis is on the fact of salvation, not on the love of 
God that accomplishes it. 
The two lower scenes on f. lOv, the expulsion and the murder, can 
be regarded as the consequences of the fall, but that central episode 
is not depicted. However it is implicit in the whole iconographie cycle 
and has an explicit reference in the miniature of the annunciation of 
f. 1 Iv. Teviotdale regards the three miniatures on ff lOv, 1 lr, and 1 Iv 
as being a series to show the part of divine wisdom in God's plan for 
humanity,151 and this is borne out by the highly abstract and schemadc 
composition showing Mary and Gabriel in the centre, with above them 
David, Aaron, Paul, and, under, Solomon. The scroll held by Solomon 
quotes from Proverbs 9:1 and reads 'Wisdom built her house: she hewed 
out seven columns."''2 The seven columns are shown here, thus plac-
ing the incarnation firmly within God's plan for mankind. The whole 
series links the creation, fall and redemption within the framework 
of God's wisdom and omniscience. It is notable that Gabriel is nim-
bed, but not winged, while the Holy Spirit, in the form of a Dove, is 
cross-nimbed. The distance of the divine presence, even in this scene 
that heralds the incarnation, is indicated by the fact that we see only 
the head and tops of the wings of the dove. The cross-nimbus would 
suggest a close theological fusion of the Persons of the Trinity and a 
refutation of any hint of Arianism or adoptionism, and this is in keep-
ing with the whole theological concept of the iconographie cycle.1" 
Linking the implicit fall with the following Heilsgeschichte and laying 
emphasis on prophecy, divine providence and God's omniscience is 
the serpent under Mary foot in the annunciation. This is a reference 
to God's judgement on the serpent—inimicitias ponam inter te et mulierem 
et semen tuum et semen illius ipsa conterei caput tuum et tu insidiaberis cakaneo 
dus—that was usually interpreted as referring to the incarnation. As 
far as I know, this detail of an annunciation scene is unique to this 
work. There is a degree of similarity between the Stammheim Missal 
annunciation and that in a Helmarhausen manuscript of the same 
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period, the Psalter of Henry the Lion,154 the poses being very similar 
and the reference to typology of the Old Testament, but lacking the 
serpent it gives no direct reference to the fall, and is therefore a less 
powerful expression of Heilsgeschichte. 
The use of the serpent in the Stammheim Missal is subde. It presup-
poses not only knowledge of Genesis, 3.15, but also of the interpreta-
tion put on it, that in itself is not surprising, given the reputation of 
Hildesheim. Nevertheless, great restraint has been shown by omitting 
the fall and last judgement and allowing the reader to supply the 
knowledge of these for himself. Another effect of the omission is to 
lend extra weight to the two scenes shown at the bottom of the cre-
ation miniature. The expulsion has a number of unusual features. It 
is relatively emotionally laden, especially when we consider the cool 
tone of the other miniatures. In accordance with the remote Logos, 
the expulsion is carried out by an angel in flaming red. Much in the 
angel's pose is in accordance with traditional depictions, the sword and 
the hand resting on Adam's right shoulder. However, this angel is sor-
rowful rather than angry or vengeful, seemingly reluctant to drive the 
pair from paradise. Adam looks back as usual, but clasps his hands to 
his breast, his shoulders hunched, implying sorrow and regret. He is 
naked, having neither skins, nor clothes nor leaves. This again makes 
the Stammheim Missal unusual. Eve's pose is very much that of tra-
ditional depictions: unlike Adam she looks ahead, and if regretful, 
seems less disturbed than the man. Eve does have bunch of leaves at 
her waist and this gives rise to the question of why she has hidden her 
genitals while Adam has not. In such a complex and well-thought out 
work, we cannot put the absence of covering for Adam down to an 
oversight on the part of the artist. It would be in line with the deeply 
complex and intellectual structure of the iconographie cycle to read 
the lessons of the implicit fall in this. By excluding the fall itself from the 
miniature and the cycle as a whole, the designer of the work forces the 
reader to consider various points. Eve is not shown as weak, wicked 
or seductive- her role in the fall is left to the knowledge, opinions 
and imagination of the reader. If Eve is not shown as an actor, what 
then is her role? She is not shown succumbing to temptation, nor as 
a temptress herself. There is no serpent in the creation miniature, no 
evil incarnate, no source of temptation. The cause of man's fall must 
' ^ London, BL, Ms Landsdowne 381, f 7v 
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be seen as lying within himself. While this is true of all fall miniatures, 
the intervention of a catalyst, an outside force, a cause or stimulus is 
usually given. By ignoring the catalyst the Stammheim Missal forces 
the reader to confront the inherent weakness in man. I would suggest 
that herein lies the reason for Eve's nakedness being covered, and for 
Adam's nudity. Once again, Eve represents the senses and Adam the 
intellect. The covering of Eve's genitalia symbolises the need to keep 
the senses under control and points to the disastrous effects of their 
unbridled influence. This must be taken symbolically. Augustine said 
that Adam and Eve covered themselves because they were no longer 
in control of their sexual organs. ''^ The lack of control would only be 
physically visible in Adam, yet here Eve's genitalia are covered. This 
implies that sexual temptation is a deciding factor in the control of 
the senses. We can assume that sexuality could be viewed as the most 
potent and dangerous of sensual stimuli. We need not read a solely 
and explicidy sexual meaning into this; the story and pictorial tradition 
supply Eve's covering. Adam's nudity could be seen as necessity to give 
reason and the intellect free rein, his regretful pose an acknowledgement 
of the error of allowing the senses to override reason, but also of the 
reason's knowledge and memory of what man was intended to be. 
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The final scene is Cain's murder of Abel in the lower right corner. 
Once again Cain is shown as a fully-grown man with a beard and Abel 
as beardless youth, but in contrast to the Ste. Geneviève manuscript 
and the Parisian Psalter, Cain has bestial traits and even a touch of 
the demonic. It is another example of almost shocking violence in a 
basically static and unemotional work. Cain is shown not only older, but 
considerably larger than his brother. The strong diagonal he makes and 
the dynamism of his pose contrast with the static poses of the creation 
medallions and the sorrowful demeanour of the figures in the expulsion 
scene. The clothing of the brothers is contrasted; the simple white tunic 
worn by Abel serves as a ploy for the green tunic and red leggings of 
Cain. The murderer seizes his victim by the hair and brings a rock up 
high to smash his head. Abel's outstretched hands here seem to be less 
resignation and an appeal to God than the instinctive reaching forward 
of a kneeling man whose head is jerked back. The thick, slightly peaked 
hair lends a slight touch of the infernal to Cain. The intended reader 
was surely familiar with the numerous demons shown with similar 
hair, indeed a peak-haired demon appears on f. 152r in Michael's fight 
with the dragon. The first crime is shown as a result of the earthly 
existence of man after his expulsion from paradise. The exclusion of 
the labours and the sacrifices of Cain and Abel make the link with 
the expulsion closer. While it is clear that the layout of the miniature 
restricts the number of scenes shown, it is important to consider why 
these particular scenes have been chosen. A more conventional design 
would have perhaps replaced the two cherubim with the fall and the 
expulsion, or possibly the labours and placed the sacrifices of Cain 
and Abel and the murder in the two lower corners. Another possibil-
ity would have been to depict the fall lower left and the murder lower 
right—the first sin and first crime. Instead we have the expulsion and 
the murder, but no depiction of their immediate causes. Of course, the 
reader would be fully aware of the biblical narrative, but what is given 
here is considerably more than narrative. While this is almost always 
true, the exclusion of the narrative element makes other demands of 
the reader. It is not sufficient to follow the narrative, to meditate on 
the events and their meaning, or even to find the sense in which their 
lessons were applicable to the contemporary reader. Something else is 
required of the reader here. He must make other connections, draw on 
what is implicit, but also consider the relationships between the explicit. 
The reader is confronted with two spheres, the heavenly and the earthly, 
and between them the world as it was meant to be, and man is central 
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in that world. Nevertheless, the emphasis on God's omnipotence makes 
his omniscience clear. The semi-medallion at the bottom centre shows 
David. His scroll apparently refers to God's creation of the world. But 
why is David placed there? He has the same features as Adam and 
God and is surely a reference to Christ's earthly descent from David. 
In that case the scroll can also refer to God's plan for post-lapsarian 
mankind and his foreknowledge of the fall. The earthly sphere shows 
the ills of the world, banishment, violence and death. The vertical axis 
of the miniature runs through the Logos, the creation of Eve to David. 
Perhaps it is not just the constraints of the layout and the traditional 
depictions of the creation of Eve that has Adam falling slighdy out of 
this axis, while Eve is fully in line with it, giving an implicit causal link 
between creation and salvation. 
The Stammheim Missal gives an original pictorial form to the Mass, 
bringing to the fore the typology in a complex system of interactions 
between images. It makes great demands on the reader, not only in his 
knowledge of scripture but also in his flexibility to link images in dif-
ferent miniatures and to understand much that is implicit. Of the last 
element, the missing fall is the key; it is this that underlies the whole 
idea of salvation. By choosing not to depict the scene, the artist forces 
the reader to ask himself why salvation is necessary and to see God's 
wisdom in the typology and prophecy so clearly depicted. The 'hidden' 
sin of Adam, the sin of mankind, leads the reader to look for the sin 
in himself and to God's plan for his salvation. 
3.4 's-Gravenhage, Koninklijke Bibliotheek, Ms. 76 F5 
This is another manuscript probably made in northern France, pos-
sibly St. Bertin and dating from the end of the twelfth century. The 
manuscript is tentatively described by the Koninklijke Bibliotheek 
as a psalter fragment and an illustrated Bible. Noel describes it as a 
picture book, 'prentenboek', but treats it as a preliminary cycle to a 
psalter. '% It is, indeed, very richly illustrated and contains scenes from 
1,6
 William Noel, "Boeken thuis: psalters en getijdenboeken," in Meesterlijke Middekeu-
wen. Miniaturen van Karel de Grote lol Karel de Stoute, 800-1475. Catalogue of the exhibition, 
'Meesterlijke Middeleeuwen- Miniaturen van Karel de Grote tot Karel de Stoute, 800-1475, Leuven, 
ed. Patrick de Rynck (Zwolle, 2002), p. 59. N.b. the shelf mark is wrongly given in the 
text as 76 G 17, but correcdy given for illustration no. 6 on p. 60. All the miniatures 
can be viewed on the website of illustrated manuscripts of the KB, but the viewer 
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the Old and New Testaments, miracles of the Virgin and numerous 
saints, particularly their martyrdom, including that of Thomas Bccket. 
Noel comments that if it is indeed a psalter fragment, it is a very early 
example of such an extensive framework for the reader's interpretation 
of the psalms. Cahn calls it an 'extraordinary sequences of miniatures' 
and agrees that it was probably a prefatory cycle to a psalter.1'7 Its 
attribution to St. Berlin is based on the small figure of a monk kneel-
ing in prayer before St. Berlin depicted on f. 33v. Cahn likens the style 
of the miniatures to that of Leiden, Universiteitsbibliohteek, B.P.L. 76 
that is of northern English origin and dated 1190-1200, but finds the 
modelling of the figures was common 'on both sides of the channel' 
at this period.158 On the other hand Smeyers is of the opinion that due 
to using 'models from eastern regions, the style [of St. BertinJ became 
fully independent of Franco-insular influence.'ll<, The extensive bibli-
cal cycle is reminiscent of several English psalters of the period, but 
they lack the large hagiographical cycle. The martyrdom of Becket 
does not necessarily point to an English origin, since this is found in 
French manuscripts of the period. There arc numerous saints portrayed, 
including some eastern saints, but, surprisingly, two scenes on f. 37v 
are devoted to St. Servatius, perhaps strengthening the idea of Mosan 
connections. Perhaps the most extraordinary feature of the manuscript 
is that this very extensive and lavish cycle does not seem to have been 
used in a formal sense. The blank pages have been used for informal 
writings in French, Latin and English. The Complainte de Jérusalem contre 
la Cour de Rome, a satire directed at clerical vices, was added about a 
century after the miniatures were made, while other pages are filled 
with a variety of texts or left blank. It seems extraordinary that such 
a costly work, not only in respect to the size of the cycle, but the rich 
colours and the lavish use of gold was used for what seem to be almost 
random texts and what Cahn calls 'casual use."b<) 
must be warned that these do not appear in order of folio, thus making it diflkult to 
get an overall view of the build-up of the cycle. 
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The fall is depicted on f. 2v and like most of the other miniatures is 
divided into four rectangular scenes, giving almost a 'comic strip' eflèct 
to the narrative, (fig. 64) This highly narratised formula was popular 
in numerous works, perhaps the best known being the Hortus deliciarum 
and the so-called Prayer Book of St. Hildegard. These two works do 
not have the fairly fixed format of four scenes per page of the Hague 
manuscript, but do provide an extensive cycle for contemplation. The 
miniatures appear to be by one hand with flowing modelling, strong 
black outlines and smooth profiles. The backgrounds are gold with a 
minimal use of scenery or architecture, but they do not have the same 
abstract quality as the Stammheim Missal. The reader is appealed to 
here not only by intellect but also by emotion and the narrative. The 
scenes shown on f. 2v are the temptation and fall, the expulsion, the 
labours of Adam and Eve, and Cain murdering Abel. 
The reduction of the background to a minimum gives the figures a 
degree of isolation that is enhanced by the borders of deep blue with 
white trefoils and the bar separating the upper and lower scenes. The 
reader is obviously invited to regard each scene separately and in suc-
cession, rather than drawing multiple relationships between the scenes. 
This eflect is enhanced by the tituli above each scene. The first scene 
is that of the fall itself and has a conventional layout. Adam and Eve 
stand either side of the tree around which a red-banded serpent twines. 
Adam holds a fruit before his face and his left hand reaches forward. 
Eve's position is almost a mirror image of this, but she reaches up to 
take a fruit from the serpent with her right hand and holds another out 
with her left. The serpent is quite large and dog-headed, his sinuous 
body mirrors the twisting trunk of the tree and his colours are those of 
the flowers that hang singly from its branches. It is almost impossible 
to tell if the tree was more detailed since the viridian has flaked and 
faded so badly, not only in this scene but on others. The flaking paint 
makes it difficult to be certain about whether the fruits held by Adam 
and offered by Eve were part of the original design. The figures have 
been painted onto a gold ground and then outlined in black. However, 
neither of these fruits is outlined and it looks as if they were added 
after the oudining was done, with the red covering the black in places. 
If they were added later then it gives a different interpretation to the 
intended postures of the figures. Eve would be no longer proffering the 
fruit, nor would Adam be holding it before him. In fact, if we regard 
the poses without the fruit then it would seem that Eve is making an 
appeal and Adam remonstrating with her. If this is the case, to my 
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knowledge this would be unique and would imply that Adam tried to 
prevent Eve taking the fruit, or that he passed on the prohibition. His 
attention would no longer be on the fruit but on Eve. This would not 
be completely out of keeping with contemporary thought, since various 
works speak of the serpent tempting Adam before seducing Eve. In this 
sense it could be seen as the intellect attempting to curb the imperatives 
of the senses. Such an interpretation is highly speculative and depen-
dent on factors that would be difficult, if not impossible to determine. 
However, it must be regarded as a possibility, however slight. 
Without speculating on whether the two fruits in the hands of the 
humans were originally intended or not, there are still features worth 
noting. The first of these is the close juxtaposition of Eve and the 
serpent. They are so close that their noses almost touch. The serpent 
gazes at Eve, while the hand that accepts the fruit almost caresses 
the jaw of the serpent. The eye is drawn immediately to the green 
tree with the red serpent coiling up it and from the serpent's head to 
that of Eve. It then travels down Eve's arm and back to the head of 
the serpent, making an intimate cycle. Adam is excluded; Eve's hand 
does not extend beyond her side of the scene, her attention is on the 
serpent, even the fact that they are both shown in profile draws them 
closer together. The shape of the serpent's mouth is echoed in both 
of Eve's hands and one of Adam's, so that while neither is shown in 
the act of eating, the attention is drawn to the idea of a mouth and 
consumption. Even totally disregarding the idea that Adam could be 
remonstrating with Eve, it is clear that Eve and sin arc linked here and 
much of that link is sensuality, but there is no hint of overt sexuality. 
Eve does not use her body to tempt Adam; in fact she seems almost 
indifferent to him. Even in offering the fruit she displays no urgency, 
no sense that it anything more than a casual gesture. Adam, too, docs 
not seem anxious to break into the charmed circle that holds Eve and 
the serpent, remaining within his side of the scene, and his reaching 
hand does not seem eager. This reticence could be reflection of certain 
ideas that began with Augustine and received further elaboration by 
Hugh of St. Victoire that the serpent rather than Eve represents the 
senses and she is a symbol of the lower reason, while Adam is that of 
the higher reason dealing with spiritual truths. 'Figuratively, when Eve 
accepts the apple from the Serpent, that may be pardoned, for it is a 
temporary excursion on the part of the soul engaged in the collection 
of sense-impressions; but when Adam accepts the apple from Eve, then 
the sin is complete, for the superior part of the reason, in contact with 
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the divine truth, has surrendered its governance of the lower reason 
and has become subject to it."c' 
The following scene of the expulsion also has certain unconventional 
aspects. The most obvious of these is that Adam and Eve are completely 
naked. They hold their left hands in the genital area, but do not clutch 
leaves before them. They cover themselves, but ineffectually, nor in this 
scene is there any sign of being clothed by God. Adam and Eve bear 
their shame alone. There are ambiguities in connection with the angel 
who drives the pair from Paradise, in fact there is no real indication as 
to whether this is an angel, no wings are shown and what, in the first 
instance seems to be a halo, on closer examination proves to be the 
arch of the gateway. Nevertheless, it must be assumed to be an angel, 
since if the Hague manuscript made a return to the Logos performing 
the expulsion then he would most certainly be nimbed, and most likely 
cross-nimbed. The angel reaches out to push Adam's arm and holds 
the fiery sword high to block even a view of paradise as Adam turns 
to look back. This would account for the odd mass of green between 
the sword and the gatehouse. Adam and Eve have lost everything 
and take nothing of paradise with them. This is a particularly harsh 
depiction of the expulsion. It is also a pessimistic one. Where the Ste. 
Geneviève manuscript showed the tender actions of Adam, the Hague 
manuscript has Eve resting her hand on Adam's shoulder in what at 
first sight appears to be a gesture of comfort. However, in conjunction 
with their nudity, Eve's gende propelling of her husband away from 
paradise points to the control of the intellect by the senses. In the scene 
of their labours, Eve is shown spinning, rather than suckling, and her 
lot seems somewhat easier than that of Adam whose iron shod spade 
indicates the difficulty of tilling the soil. 
The Koninklijke Bibliotheek describes the fourth scene of f.2v as 
Cain killing Abel with a jawbone. If the object in his hand is indeed 
a jawbone then this is an early example and implies a strong English 
connection, since that legend seems to have originated in England, pos-
sibly confused with the Samson legend, and had its greatest popularity 
there. Nevertheless the object in Cain's hand, regular on one side and 
irregular on the other, could well be a jawbone or equally well a rude 
club. Cain is not greatly differentiated from Abel in this scene; he is not 
a bestialised figure or even a man attacking a youth. His features are 
"'
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slightly coarser than those of Abel, but show no traces of the demonic 
or even any hint of Jewishness. His attack is less brutal than that in 
the Stammheim Missal; he grabs a fold of Abel's cloak while holding 
the weapon above his head ready to strike a second blow. Abel falls 
to his knees, his right hand raised above his head to protect himself 
and is already bleeding from an earlier blow. This is not a typological 
depiction, having no sense of the accepting sacrifice. The four scenes 
make a narrative that is reasonably straightforward and gives the 
highlights of the well-known story of Genesis 3 4, but it also makes 
assumptions and must also be seen in relation to the entire iconographie 
cycle. This opens with a map of Jerusalem, with under it St. George 
and St. Demetrius coming to the aid of the crusaders at the battle of 
Antioch in 1098, and continues through scenes of the Old and New 
Testaments, depictions of the saints, the miracles of the Virgin, includ-
ing an extensive number of scenes of the history of Theophilus and 
ending with two full page miniatures of the last judgment. The map of 
Jerusalem gives a clue as to how the cycle should be regarded. While 
there was a great deal of interest in the Holy Land, especially with the 
third crusade, the map can also be seen as symbolic for the individual 
soul's search for the Heavenly Jerusalem. In this it can be regarded as 
a preliminary to the pictorial Heilsgeschichte that follows. In this light 
the pessimism of f. 2v is understandable. The story of the fall here 
shows the sad state of mankind that makes the redemption necessary 
The message is further stressed by the number of hagiographical scenes 
that point out that even after Christ's sacrifice there is still evil in the 
world, and that the lessons of the Old and New Testaments are still 
applicable. The senses still rule men, and while this continues to be 
so the lives, and especially the spiritual lives, of Christians are in dan-
ger. It is noticeable that in the first of the two last judgement scenes 
(f. 44r) that those being led to hell are undifferentiated other than one 
in a basin-type Jewish hat while those who await heaven are defined as 
a king, a queen, a bishop and three monks. This would indicate that 
there was a certain degree of support for the ruler, but here we can 
assume an abstract ruler rather than a specific person, that the means 
and glory of salvation lies with the regular clergy. 
3.5 The St. Fuscien Psalter, Amiens, Bibliothèque Municipale, Ms. 19 
This manuscript probably belonged to a private individual, a woman 
named Alaidis, who seems to have lived in the Cambrésis. The form of 
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some of the prayers also point to a female owner, so it is likely that it 
was actually made for Alaidis. In the thirteenth century it found itself in 
the abbey of St. Fuscien, not far from Amiens, and it was adapted for 
the Use of that Benedictine abbey. It is also known as the St. Fuscien 
Psalter.102 The parchment is of reasonably good quality, but very dark, 
the painting somewhat crude and very faded and worn, in places show-
ing the underdrawing. The script is even, with various superscriptions 
in a different hand throughout the manuscript. The miniature on f. 7v 
has tiluli that Cahn describes as instructions to the artist. While this 
may be true of Adam and Eve,103 and possibly the serpent- entided 
angelus—from my own observation Jesus Cristus was written over the 
painted areas. As Cahn has remarked, there has been some strengthen-
ing of the red oudines with black, and I would suggest that this tituli 
and the strengthening took place at the same time, possibly by someone 
not very learned. The writer evidently had difficulty with the spelling 
of Christus, since the first attempt —beginning chr—has been crossed 
out and the second is written cristus. There is a cycle of six full-page 
miniatures starüng with the creation of Eve and the fall on f. 7r and 
going through the martyrdom of Thomas Bccket (f. 8r), the resurrec-
tion and the harrowing of hell (f. 9v), doubting Thomas (f. lOv), the 
ascension (f. 1 Iv) and the last judgement (f. 12v). The annunciation, 
nativity, annunciation to the shepherds, the presentation at the temple 
and the Trinity are all found in historiated initials.164 Two folios have 
been cut out between the present fiC 8 and 9. Furthermore there is a 
number of blank pages in the miniature cycle. It would seem that in 
the beginning the programme was intended only for the rectos, but on 
f. 9 it changes to the verso. All the miniatures are backed by a blank 
page, except for f. 11, where, on the recto is an extremely crude and 
faded drawing of the upper half of Christ and an oudine of a haloed 
figure on f. lOr. On both pages there are signs of frames, roughly the 
same size as those of the miniatures behind the figures, and on f. 1 Ir 
there are signs of pricking. F. 12r also shows signs of pricking other 
than the usual for ruling. This additional pricking seems to have been 
done hastily and inexperdy, damaging the parchment in places. 
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It is not easy to reconstruct the iconographie programme since we 
cannot be sure whether miniatures were intended for the blank pages, 
but never executed, nor do we know what was on the two missing folios. 
The murder of Becket again raises questions. This is not an interpola-
tion but part of the first gathering. On the verso of f. 8 there is a list 
of obits and at this point the miniatures change sides to the verso, and 
it is here that the two folios have been cut out. Why the other sides 
were left blank, including one in the text, f. 14r, is unknown. Becket's 
commemoration was added to the calendar later, but given the fact 
that the miniature was part of the original programme, it would seem 
that it was made after his canonisation in 1173. Cahn is of the opinion 
that the cycle is closer to the English iconography than the French, 
but the style is similar to that of Corbie. The obits arc all for people 
from villages in the areas round western Picardie and Pas de Calais. I 
would suggest that the psalter was made for Alaidis, or someone from 
that area with strong connections in England. It is not impossible that 
she was born in England and moved to the Cambrcsis on marriage. 
I would further suggest that the iconographie cycle was one designed 
for relative simplicity, the creation of Eve and the fall are shown as 
the origin and need for salvation. The rest of the miniatures, with the 
exception of the Becket murder, are all concerned with that salvation, 
and the inclusion of the doubting Thomas scene gives an emphasis to 
belief. Perhaps this inclusion is an argument against the psalter having 
been made for Alaidis, since a more usual illustration would have been 
the three women at the tomb, and surely more appropriate to a female 
owner. It is possible that this scene was on one of the missing folios, 
along with a crucifixion or other scenes from the passion. 
E 7r is divided into two registers, both subdivided into panels with 
different backgrounds, the whole bounded by a green border with traces 
of a Greek Key pattern, (fig. 65) The four backgrounds arc lent a degree 
of unity by the pattern of dots in trefoil.Il" In the upper register the 
Logos is separated from the humans by the background, his being a 
deep blue, while the other half is pinkish purple. This may represent 
heaven or rather the heavenly, and earth. Adam reclines on a heap 
of earth, perhaps a reminder of his origin, his head resting on both 
hands. The Logos is cross-nimbed and stands on the bar dividing the 
l<,D
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registers, but does not actually impinge on the lower register. He grasps 
Eve's right wrist in his left hand and makes a gesture of command. 
Eve emerges from Adam's side and is visible to the waist, her hands 
held out in reverence and her eyes fixed on God. Her nose has been 
altered by the strengthening hand, making it more symmetrical and 
refined. Her hair is gilded. Again there is a strong facial resemblance 
between the Logos and Adam, stronger if one discounts the effect of 
the black overdrawing, however, there are traces of gilding on the 
Logos' face and beard. 
The lower register is a conflated scene of the temptation, fall and 
covering nakedness. Eve is central; the dividing line between the back-
grounds runs through her. On the left the tree extends upwards into 
the upper register; two acanthus leaves sprout from the lower trunk 
and it has a single blade-shaped crown with three small branches with 
spade-shaped leaves and v-shapes indicating more leaves in the crown. 
There are ten fruits symmetrically arranged. The serpent is the same 
colour as the upper right background with brown and white markings 
and a ruff It holds in its mouth a fruit, which, unlike those on the tree 
that are red, is flesh coloured. This half of the scene takes place against 
a clear red background. Eve is in the act of taking the fruit from the 
serpent's mouth with her right hand while covering her genitals with 
a leaf held in her left. If we look beyond the black inking that alters 
her face in the upper register it is obvious that she regards the serpent 
with the same expression as she looked at the Logos. Adam stands to 
the right and holds a fruit to his mouth with his right hand and holds 
a leaf over his genitals with his left. His attention seems to be fixed on 
Eve's action in taking the fruit from the serpent. The fruit he holds is 
also flesh coloured. 
The tree's impingement on the upper register raises various questions. 
This is a very definite incursion, not merely a small crossing of a bound-
ary that gives liveliness and directness to a scene. While the tree itself, 
indeed the crown and all the fruits on it are in the upper register, the 
serpent's topmost coil reaches no further than the top of the dividing 
bar, so that part of the Logos and part of the serpent share the same 
space. It is possible that there is a symbolic significance to the differing 
backgrounds. Other miniatures strengthen the argument for this. In the 
scene in which doubüng Thomas places his finger in Christ's wound 
there are three backgrounds. Thomas himself kneels against a pinkish 
purple ground, the same as the one on the upper right of f. 7r; Christ 
is shown against a gold ground and the believing aposdes against a 
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blue one. The implication is that these represent the earthly, the divine 
and the heavenly. F. 9v depicts in the lower register the harrowing of 
hell, with Christ against a gold ground and hell being shown with 
the same lilac-blue background as the lower right panel of f. 7r. In the 
last judgement scene, Christ is found in a gold mandorla against the 
pinkish ground, as a divinity come to earth, and the blessed are also 
found against gold, while the damned and the hell mouth have dark 
grey grounds. In the scene of Becket's murder, he is shown against a 
gold ground with a Domini dextera above him, while his three killers are 
depicted against the dull pink. This would seem to indicate that these 
backgrounds do have significance, but two miniatures raise doubts. The 
first of these is the upper register of f. 9v showing the resurrection. 
Christ again in shown against gold, but on the left an angel stands 
against an 'earth' background, while on the right there is a sleeping 
soldier against a 'heavenly' ground. It could be argued that the earthly 
ground represents the angel on earth and that, since Christ has his eyes 
fixed on the blue on the right and the soldiers under the tomb are shown 
against a dark grey ground, there is a degree of consistent logic in the 
use of the backgrounds. More difficult is the scene of the ascension: 
Christ has his gold ground, but is flanked by two angels, one against 
a pink ground, the other against a red ground: under these are Mary 
and the apostles against a gold ground. It is possible that the ascension 
is conflated with Pentecost, which would account for the gold in the 
lower part. I suggest that the backgrounds do have symbolic significance, 
but that they are not applied wholly consistendy, and consideradons of 
decorativeness played a part in their use. 
The question is whether there is any significance to the four back-
grounds on f. 7r, and if so, what that could be. As we have seen, there 
seems to have been a degree of agreement in backgrounds with subjects, 
and in this miniature, the opening one of the cycle, it seems likely that 
a precedent would be set for the use of the colours. I have already 
suggested that the deep blue represents the heavenly and the pinkish 
colour the earthly. I would suggest that the red background is symbolic 
of the infernal, while more subdued lilac blue represented paradise. 
What, then, is the significance of the placing of the tree? The tree of 
life was often seen as a cosmologica! tree, binding heaven and earth.106 
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The fruits, which were forbidden, find themselves in the heavenly sphere, 
where they should have remained and are glowing red, while the sto-
len fruits are pale. The tree's crown in the heaven leads the eye to the 
serpent and follows its coils down, mimicking the fall of Lucifer, and 
perhaps explaining why angelus is written by it. Eve stands at the junc-
tion of the infernal and the paradisical, but her attitude and gaze link 
her with the serpent. The tip of his tail leads the eye in an unbroken 
line to the hand that holds the leaf. Eve is quite literally taking a step 
towards hell. While in the upper register the three figures are linked 
visually, in the lower Adam is isolated: he holds the fruit, but has not 
yet tasted it and remains a little aloof from the serpent and Eve, but 
the leaf he holds leaves the reader in no doubt of the outcome. 
This miniature cycle, unlike many of this period, has no interest in 
creation in general; it is solely concerned with man's fall and his chances 
for redemption, culminating in the last judgement. The Logos is shown 
here, not as mighty and remote, but neither is he a close and loving 
God and Maker. There is an implicit assumption that man's fall begins 
with the creation of Eve. Here that scene cannot be seen as represent-
ing the work of the sixth day, but as a prelude to what is to follow. 
The fall scene itself brings the serpent and Eve into close alliance and 
though Eve's breasts are clearly delineated there is no hint of sexuality 
in her bearing. She is female, but not consciously seductive. Nor can 
we say that Adam is cither eager or in any way tricked or coerced. 
The positioning of Eve between the two backgrounds could have been 
symbolic of choice, but her choice is already made as she turns, not 
from God, but from Adam, to the serpent. It is possible that the murder 
of Thomas Becket was included to emphasise and bring up to date 
the lessons of f. 7r. Becket is clearly the blessed martyr, more powerful 
in death than in life; indeed, as a saint, he is truly alive. Becket lived 
in exile at Pontigny for a time, and while this is not in the Cambrésis 
it not very far removed, and especially with the Pope in exile at Sens, 
the activities of the two exiled churchmen, both in conflict with a ruler, 
probably aroused a good deal of interest in the pious and wealthy circles 
of northern France. Becket's cult was very popular and John of Salis-
bury wrote an account of his murder, which he apparendy witnessed. 
British Library, Cotton Claudius BII, dated roughly 1180, has John's 
account and copies of Becket's correspondence. On f. 34Ir there is a 
miniature that prefaces John's account. The British Library describes 
this as one of 'of the earliest images, made at Canterbury before the 
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development of standardised depictions.' The similarities between this 
and the Amiens manuscript would suggest the latter is also one of the 
oldest images of Becket's martyrdom, but the difibrences, particularly the 
number of knights, seems to argue against the Canterbury manuscript 
being a direct source. Henry IPs weakness before the temptation to get 
rid of Becket can be compared to Adam and Eve's earlier weakness. 
Moreover, the upper register is strongly reminiscent of Cain's murder 
of Abel in other manuscripts, the innocent victim falling to a blow 
to the head. The altar increases the similarity. We are reminded that 
in the Jeu d'Adam Cain accuses his brother of treachery, and Henry 
must have felt the same when his old friend and supporter led the 
English church against his measures. Murder, whether in Genesis or 
contemporary, is the result of sin, is the message. Doubting Thomas, 
too, gives way to the temptation of indecision and scepticism. In the 
last judgement scene Christ displays his wounds, as he did to Thomas. 
Among those led to hell are two kings and one tonsured priest, while 
four blessed consist of a monk, an abbot, a king and a bishop. The 
artist or designer here clearly favoured the Church in any struggle with 
the Crown. In the hell mouth itself a miser in a vat carries his purse 
round his neck, while a woman is entwined with snakes, signifying lust. 
A third man holds something indiscernible in his hands while another 
snake rears up at him. These would seem to be fairly stock figures for 
this type of scene and refer to sins in a general and conventional way, 
rather than referring direcdy to anything in the earlier miniatures. The 
initials are definitely secondary to the miniature cycle, but there is an 
emphasis on the incarnation, Mary's gift perhaps balancing Eve's sin 
and culminating in the Trinity on f. 133r. 
We know nothing of Alaidis from other sources, if indeed the psalter 
was made for her. We can, however, make some inferences. It seems 
fairly certain from the prayer forms that it was intended for a woman, 
but whether she was a nun or a lay person is unknown. Since it seems 
that the obits are for members of her family it is likely that she was a 
lay person. Whoever she was, she must have been a person of some 
consequence, though probably not of the highest circles. Her psalter 
may strike the reader as being crudely drawn, and indeed it is poor 
in both artistic and intrinsic qualities. The iconographie cycle seems 
to have been relatively simple, with the emphasis being on sin and 
the chance of redemption. There is no interest shown in questions of 
creation or in Heilsgeschichte in its wide sense. Our lady, or whoever 
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commissioned the psalter for her, seems to have been a supporter of 
the Church against civil power and certainly reasonably well-to-do. 
Even though the psalter cannot compare with many other works of the 
period, it must have been a relatively expensive work with its miniature 
cycle and frequent gilding. It was also thought worth converting to the 
Use of St. Fuscien abbey and was preserved there. In contrast to the 
elaborate and very high quality works for premiere monastic foundations 
or for the highest nobility, the Amiens manuscript gives some idea of 
what sort of work was possibly used by the women of lesser nobility 
or upper middle class. 
3.6 Auch, Bibliothèque Muniäpale, Ms. 1 
This manuscript contains the Old Testament, and the prefaces to many 
of the books have historiated and ornamented initials. It is a large book, 
containing 336 folios, and the initials are 'comparatively small'.167 There 
is much use of gold and a strong emphasis on decorative elements, but 
Cahn's claim that the figures are 'more like part of the ornamental 
furniture of the initial than carriers of an explicit meaning"68 is an over-
simplification in the case of the Genesis initial. It is certainly unusual in 
both layout and décor, but its very unconventionality argues that there 
must be a reason for this. Little is known of the manuscript. That it 
was certainly made after 1138 can be deduced from the chronological 
material and it is usually given a Gascon provenance. The Cistercian 
abbey of Gimont has been mentioned as a possible scriptorium,169 
but its decorative aspects and use of gold militate against this. It was 
certainly an expensive work, with neat and even script, possibly by 
more than one scribe, and careful drawn initials by an artist who seems 
more at home with decorative foliage than figures, whether human or 
animal. He is again happier with clothed figures that he can drape in 
ornamental robes than the naked human form.170 We can deduce that 
it was intended for a wealthy patron, whether lay or ecclesiastical is 
uncertain, but, among other things, its size would suggest that it was 
"'' Cahn, Romanesque Manuscripts, the Twelflh Century: Volume Two: Catalogue p. 52. 
1M
 Ibid. 
169
 Walter Cahn, Romanesque Bibk Illumination (Ithaca, 1982), p. 267. 
170
 Y 5r is not the only one with nude figures. 
RESPONSIBILITY, REDEMPTION AND THE DEMISE OF DEATH 4 8 7 
intended for use in a religious environment, either a wealthy abbey or 
cathedral, rather than for private perusal. 
The initial to Genesis on f. 5r is in fact a monogram with principio 
in abbreviated and ornamented script in a millefleurs block under, 
(fig. 66) The layout is unusual in that there is no obvious 'reading' or 
chronological order. Of the four anthropomorphic figures only two 
really impinge on the letters, Eve and the Adam of the temptation. 
The seated Adam above wraps his arm through the diagonal of the 
N, but is otherwise separate, while the figure of God is wholly outside 
the letters. If we try to follow the letters then we first come to Eve and 
must raise our eyes to the seated Adam, go back down for the Adam 
of the temptation and then up for the figure of God. If we try to 
read the figures from top left to bottom right, we get no more sensible 
order. The seated Adam cannot be the newly created Adam with his 
Lord opposite, as he clutches a leaf to his genitals. This must be the 
Adam of the ubi es? scene, for once shown without Eve, but the figure 
of God does not seem to be related to him in any way. The lower 
scene is clearly the fall, but again the composition is unusual. On the 
left a large and elaborate tree with plentiful acanthus foliage is set in 
a small raised area of the border. The tree bears no fruit, and at first 
glance the serpent is almost lost in the abundance of twisting leaves. 
It reaches only half way up the tree, just to the level of Eve's head, 
and holds a fruit in its mouth. Eve, her head and body framed within 
the I, reaches her right arm out, without looking at either tree or ser-
pent, to negligently scoop the fruit from the serpent's mouth with two 
fingers. Her attention is on Adam as, again with two fingers extended, 
she ofièrs him another fruit. Adam straddles the lower bar making the 
diagonal of the N. he seems to gaze at the reader as he takes the fruit 
with his right hand and points to the text of Genesis with his left, his 
arms crossing. Between Adam and Eve is a large peacock that looks up 
at Eve. A second peacock occupies the space in the I above Eve. Also 
shown are three other creatures, two in the diagonal of the Ν and one 
just above Adam. I suggest that these creatures and the peacocks have 
a direct symbolic significance for the story of the fall. 
The significance of the beasts is obviously dependent on their iden­
tification. The upper creature is some kind of reptile and these were 
generally classed with serpents. Which particular beast is depicted here 
is not very clear, but whatever its specific characteristics it would partake 
of the general nature of snakes. Postremo quantus nominum, tantus mortuum 
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numerus."
1
 The closeness of this creature to the seated Adam clutching 
leaves before his genitals brings to mind the belief that snakes will not 
bite a naked man, and thus the naked Adam in paradise, while he still 
had his innocence, was safe from the death brought by the serpent.172 
It is very possible that the reptile depicted here is the viper. Various 
exegetes such as Bede and Petrus Comestor identified the serpent of 
the temptation with the viper, and the Phynologus speaks of it being 
human-shaped to the navel and having the hind parts of a crocodile, 
but most works show the creature having a lower half of a snake. The 
Auch manuscript, if indeed it does intend a viper, shows a reptile with 
front legs. The viper would be very appropriate for a symbol of the 
fall: Isidore of Seville describes its mating habits,171 and the Aberdeen 
Bestiary uses it as the starting point on a sermon on marriage and sexual 
behaviour in general, linking this to death.1 7 4 It also makes specific 
mention of Adam and Eve and Eve's part in the fall.175 However, it is 
even more likely that a salamander is intended here. Even more than 
the viper is it appropriate to the fall. It was credited with being the 
most venomous of serpents, so much so that if it climbed a tree then 
the fruits of that tree would be poisoned and anyone eating one would 
die.176 The animal that is central to the composition is a dog, seemingly 
attacking the serpent above it. Dogs, according to some thought at the 
171
 All quotes on the nature of animals are taken from the Aberdeen Bestiary, 
Aberdeen University Library MS 24, unless otherwise stated. This is from Γ. 70v. The 
Bestaries were developed from the Phynologus and Ehmologiae and though in the twelfth 
century an English phenomenon, the text gives a good idea of the generally held ideas 
of the symbolism of animals in Europe in the period. 
172
 si indent nudum hominem, timet eum, et si vident vestitum, exiht in eum. Su el nos spintualiter 
intelhgamus quia pnmus homo Adam quamdiujuit nudus m Paradiso non prevalml serpens exilire in 
eum, sed poslquam est indutus, id est mortahlale corporis, tunc exilivit in eum serpens. F. 71 r. 
m
 The interest in the mating and other sexual habits of animals shown by such 
works as Bestiaries, Physiologus etc. is discussed by Houwen. L.AJ.R. Houwen, "Animal 
parallelism in medieval literature and the bestiaries: A preliminary investigation," in 
JVeophihlogus (1994). 
174
 Vipera dicta quod m panai. Nam cum venter rius ad partum ingemuent catuh non expeclantes 
maturam nature soluaonem corrosis eius lalenbus erumpunt vi cum matns intentu. Fenint autem quod 
masculus ore inserto vipere semen expuat. Ilia autem ex votuptate in rabiem versa, caput maris ore 
receplo prectdil, ita fit ut uterque parens pereat, masculus cum coil, /emina cum pant. F. 66v. 
175
 Adam per Evam deceptus est, non Eva per Adam. Quern vacami ad culpam muher, lustum esl 
ut eum gubernatorem assumât, ne iterum Jeminea facilitate labatur. F. 67r. 
17r
' Salamandra vacata quod contra incendia valeat, cuius inter omnia venenata ms maxima est. 
Celera enim singulos feriunt, hec plurimos panier intenmit. Nam et si arrepsent omnia poma inficive-
neno, el eos qui edint ocadil. Qui etiam vel si in puteum codai ms vermi eius potantes interfiai. Ff. 
69v-70r. 
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time,177 were the most intelligent and loyal of beasts, protecting their 
master against all danger; but there was a reverse side to the idea of 
dogs, showing the dangers of greed; trying to gain more than what 
they have, they lose everything178 and like the sinners they return to 
their own vomit.179 The peacock also has a double meaning;180 it can 
mean vanity and effeteness but also a good teacher.181 The Aberdeen Besti-
ary links them to Solomon's three-yearly voyages to Tharsis that were 
seen as a search for joy, and distinguishes between the limited joy of 
this world and the boundless joy of the life to come.182 The peacocks 
of Tharsis represent the effete, but those of Jerusalem represent the 
wise and discreet teachers,183 with a warning for those who become 
proud and ambitious.184 The final beast could either be an autophagic 
tiger—tigers were generally shown as spotted beasts or a fox. The 
tiger—or rather the tigress—points out a similar lesson to the dog since 
if a cub is stolen, we are told that a huntsman needs only to throw 
down a glass sphere at the pursuing tigress and she will be deceived into 
thinking her reflection therein is her missing cub. Given the position of 
the animal in the Auch manuscript I am inclined to think that it is a 
fox, described as being quick, deceitful and full of trickery. Its attributed 
habit of feigning death to catch birds is likened to the practices of the 
devil in entrapping sinners.185 
177
 For the medieval view of dogs, both positive and negative sec Ben Ramm, "Bark-
ing Up the Wrong Tree·' The Significance of the chienct in Old French Romance," 
Pamgon 22 (2005). 
I7e
 Cumque flumum transnatavent carnem vel ahquid tak in ore tenens, cum vident umbram os 
suum apent, atque dum properat almm carnem sumere, ipsam quam tenet amiltit F 19v. 
179
 Natura ems est ut ad vomitum suum revertatur iterumque comedat. F. 19v. 
1
"
0
 For the ambiguity of animal symbolism in the Physiologus, Etymologiac and 
Bestiaries see F.N.M. Diekstra, "The 'Physiologus', the bestiancs and medieval animal 
lore," Neophblogus 59 (1975). 
" ' Pavo dum tn Tharsis\ habitat, deluatos designai Cum vero per classem in Jerusalem delatus\ 
fiunt, doctorum predicantium figuram gent. F. 60v. 
182
 Tharsis interpretatur exploratie gaudit Est autem gaudium presentii seculi etßitun. Gaudium 
presentii mie, fine clauditur. Gaudium verofiiture, nequaquam fine termmatur. Gaudium presentii vite, 
dolor et Inshcia sequitur. Gaudium verofiiture, non dolor nec tnshcia subsequetur. F. 59v 
"" Ex predicto etiam argento fiunt tube argentee, td est doctores ecclesie. Attuht etiam simias et pa 
vos, id est densores et deluatos ut qui in Tharsis densores et de hcati fiurant, in pace conversionis 
humiles existant. F. 60r. 
Ië4
 Cum autem caudam engit, pò stenora nudantur, et su quod laudatur in opere, deride tur in 
elati one. Oportet igitur ut pavo caudam summissam gerat, ut quod doctor agit, cum humilitate fiat. 
F. 6Ir. 
"
,r
' Isàus ausdemqiufiguram diaboluspossidet. Omnibus emm \vwentibus secundum carnem mxentis 
[A: fingit se] esse, mortuum quoadusque inter \guttur suum habeat et pumat. Spvntualibus tamen vins 
infi\de vere mortuus est, et ad nuhilum redactus. F. 16r. 
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If these identifications are correct they add a new dimension to the 
miniature, and the figures must be seen in relation to the symbolic 
significance of the beasts. There can be little doubt that the large 
bird is the peacock and its double presence indicates its two symbolic 
meanings. The one next to Adam and looking at Eve clearly denotes 
the Tharsis bird, weak and eflète. This is then a reference to Adam's 
weakness in succumbing to Eve's suggestion; he is closely aligned with 
the bird, his right foot touching a claw and his left on the tail. The 
sexual nature of Adam's weakness is demonstrated by the direction 
of the bird's gaze and perhaps by Adam's stance as he straddles the 
diagonal of the N, a stance with phallic overtones. The tiger, if the 
beast outside the monogram is a tiger, and the dog point to the folly 
of mistaking illusion for reality. We must make a distinction between 
the dog and the tiger; both are deceived by appearances, but have 
different motives, but both can be seen in connection with the fall. 
The tiger, the swiftest of all beasts, pursues the hunter who has stolen 
her cub and is constantly deceived by the same trick.186 This could be 
seen as a warning to the reader of being deceived, repeating mistakes 
even if the motivation is pure. The dog, on the other hand, is greedy, 
and reaching for an illusion loses the reality, just as Adam and Eve are 
promised the illusory benefits of the fruits of the tree of knowledge 
of good and evil, but lose the reality of their idyllic situation, their 
blessedness and their innocence. If the beast above Adam is a fox, this 
would be more pertinent than if it is a tiger. Apart from the warning of 
devilish duplicity and the snares of temptation, its position adds to the 
meaning. It hovers above Adam's head, its claws raking his hair, but the 
figure of God stands above. The fox, symbolising the devil, has sinful 
man in its clutches, but is defeated by God. If the strange creature at 
the top of the diagonal of the Ν is a viper it would fit with the rest of 
the sermon preached by the symbolic animals. It must be remembered 
that bestiaries and other works such as the Phymhgus were not primarily 
intended to give an accurate picture of nature, but to provide lessons 
and symbols for the reader. Analogies were drawn between the supposed 
behaviour and characteristics of animals and those of man. The vari­
ous snakes depicted in illustrated works of this type vary enormously, 
as do the descriptions. In various manuscripts snakes are shown with 
""• Iterum ille spere obiectu sequentem retardât, nee tamen seduhtatem mains memoria fiaudu 
excludit. F. 8v. 
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legs or wings, possibly to emphasise their relationship with dragons. In 
the Aberdeen Bestiary the asp is shown as being winged, having two legs 
and breathing fire, as well as being larger than a man. The hydrus, 
as shown in British Library, Royal 12 C xix, f. 12v and Copenhagen, 
Arnamagnaeanske Institute, AM 673a 4°, is similar to the creature in 
the Auch manuscript, but here it is unlikely to be the hydrus as this 
was seen as a symbol for Christ.187 The viper was called the vilest of 
creatures and the most cunning serpent and linked to lust, both within 
and without marriage. If the creature here is a viper this would cast a 
definite aura of sexuality on the interpretation of the fall. This would 
conform to Eve's mildly provocative stance and the somewhat sensual 
position of the hands, Eve's two fingers inserted into the serpent's mouth 
and Adam's hand sliding between Eve's fingers. While a strong case can 
be made for the viper, iconographically speaking, it would seem likely 
that the reptile shown is meant to represent the salamander. It is very 
similar to that shown in a later bestiary, Cambridge, Trinity College 
Library, R 14.9 f. 90r, dated mid thirteenth century. It was common 
to show the salamander in an apple tree, with a dead or dying man 
below, 's Gravenhage, Meermanno-Westrianum 10 Β 25, f. 43r shows a 
serpent in a tree with an apple in its mouth, very similar to depictions 
of the fall, with a man reeling as he dies eating an apple. Copenhagen, 
Kongelige Bibliotek, Gl. kgl. S. 1633 4, f. 55v depicts a large blue ser­
pent with pointed ears, seated in fire next to an apple tree with a dead 
man under it. These latter two works are considerably later than the 
Auch manuscript, but the late twelfth century Aberdeen Bestiary shows 
not only six pinkish snakes in a fire, another disappearing down a well, 
but also six more symmetrically arranged in the branches of a stylised 
apple tree with a dead man under it. Here the serpents reach for the 
apples with open mouths, infecting them with their venom. The rela­
tionship between this and the fall is clear and obvious, the serpent and 
the fruit (and by now in north western Europe the fig was frequently 
replaced by the apple) that bring death. The salamander was thought 
to be cold, the coldest of all beasts, so that it could not only live in 
fire, but quench it as well. The medieval ideas of the humours spoke 
of heat as a purifying factor and claimed that women were cold and 
"" The hydrus was thought to be the enemy of the crocodile that symbolised hell 
The hydrus was supposed to enter the mouth of the crocodile and kill it from within 
This was likened to the harrowing of hell 
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had insatiable sexual appetites, because they could never be sufficiendy 
heated by their partner. In this case the salamander could be seen as 
a reference to Eve's sexuality. 
This, in my opinion, is a pessimistic miniature. The various beasts, 
even if we must choose between alternatives, are used to typify the 
failings of mankind—greed, self-deception, weakness in the face of 
temptation, pride, ambition and sexuality. The second peacock regards 
God and the book he holds, the wise teacher looking to God and the 
Scriptures. Perhaps the positioning of the seated Adam gives a little 
hope here; by emulating the peacock of Jerusalem and looking to God, 
fallen man can perhaps regain what he loses in the lower half of the 
miniature. Man is not shown as a great being who is about to fall, but 
as one who already has fallen. There is no strong likeness between God 
and man, care has been taken to distinguish the differences in feature 
and beard, in particular, Adam's lips are shown fuller and more sen-
sual. Animals were often linked with the unbridled senses and this later 
developed into the Bestiaries d'Amour. Female sexuality and subjugation 
to the senses was also linked to beasts,188 but here the blame does not 
appear to rest solely on Eve, or not solely on her sexuality. There are 
distinct overtones of the role of sexuality in the fall, but not this alone, 
a whole range of human failings is symbolised by the beasts that sur-
round Adam and Eve. 
3.7 Stuttgart, Landesbibliothek, Ms. Hist. Fol. 418 
The initial of f. 3r differs gready from the initials already considered. 
The highly ornamented following text 'N PRINCIPIO' is enlivened 
by the head of a demon and an ox, and by a frog, a fish and a number 
of snakes and dragons. Unlike the Auch manuscript, the reptiles here 
seem to carry little specific meaning and to be primarily decorative. 
Perhaps their presence has to do with the way in which they can be 
twisted to fit the design, while still giving an implication of danger and 
darkness that might be thought appropriate to the text the miniature 
prefaces, Flavius Josephus' Anliquitate ludicae. There are a number of 
serpents in the main I initial and this could be a subtle reinforcing of 
such a message. This initial is a very clear exposition of Heilsgeschichte 
188
 Helen Solterer, "Seeing, Hearing, Tasting Woman: Medieval Senses of Reading," 
Comparative Literature 46 (1994). 
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that can also serve as illustrating episodes from Antiquiate ludicae. Hav-
ing said that, it is clearly a very biased visual summary of that work, 
showing the episodes of the fall, Noah's ark, Moses' rod, what appears 
to be the brazen serpent, the widow of Sarepta, the sacrificial ram of 
Abraham and the crucifixion. While there is a general correspondence 
between Josephus and the Bible this is not always strict.180 Scholars 
are undecided as to whether all or part of the verse on Jesus is an 
interpolation, but this is of no concern here, it would have been in 
the exemplar used by the Zwiefalten scribes of this manuscript. The 
manuscript contains only books 1 1 2 and also includes lists of Assyr-
ian, Babylonian and Persian kings. It is dated 1160 1170iqo and was 
made at the Benedictine abbey of Zwiefalten, for use there.1"" Josephus 
was regarded as close to a sacred author, due to the parallels between 
his work and the Bible. In the eighth century John of Damascus had 
incorporated parts of Jewish History and War of the Jews with parts of 
the Bible in his work Sacra Parallela.69 The twelfth century was a golden 
age of illustrated copies of Josephus, at least twenty of which are 
known.1'12 This century distinguished itself, according to Deutsch, by 
the 'Christianisation' of Josephus' works and what he calls a 'système 
binaire;"93 and the Stuttgart manuscript is a good example of this. 
During the later part of the twelfth century copies of Josephus begin 
to be illustrated with the fall. Paris, Bibliothèque Nationale, lat. 8959 
is an example, but these tended to be linked to the creation.101 The 
Stuttgart manuscript would seem to be one of the first to show the 
fall and certainly to combine it, in this context, with Heilsgeschichte. 
The initial itself is very ornamental, almost taking the form of a tree, 
its layout being similar to the crucifixion/tree of Jesse in Munchen-
Gladbach, Munster Ms. 1, f. 2r, in which the cross springs from the 
head of God while Mary and John stand on its twining branches. The 
Stuttgart manuscript uses the rinceaux, not only to provide a place for 
'"'' Ulrike Liebl, Die Illuslrwrlen FLmus-Josephus-Handschnflen des HochmitteMters, vol. TO4, 
Europaische Hochschuleschriften (Bern, Munich, Paris, Vienna, 1997). 
19u
 Sigrid von Borries-Schulten, Du Romanischen Handschriften der Wurtembergischen 
Landesbibhothek ν 1 Provenienz Zwiefalten (Stuttgart, 1987). 
1,1
 Liebl, Die Illustrierten Flamus-Josephus-Handschriften des Hochmittelalters, p. 255. 
I
'
)2
 Guy N. Deutsch, Iconographie de l'illustahon de Flamm Josephe au temps de Jean Fou-
quet, ed. Arbeiten zur Literatur und Geschichte des Hellenistischen Judentums, vol. 12 
(Leiden, 1986) p. 34. 
19J
 Ibid., pp. 36-38. 
191
 For an overview of Illustrated Josephus manuscripts see Liebl, De Illustrierten 
Flavius Josephus-Handschriften des Hochmittelalters, pp. 163-259. 
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the figures to stand or sit, but also to bind Christ to the initial, (fig. 67) 
This means that the initial itself can be seen as the cross in a particular 
fashion, since it is clearly the tree of life and 'zusammen mit dem aus 
kleineren Ornamentinialen mit z.t. figurhehen Elementen gebildcrten 
Textanschluss die gesamte Seite füllt."95 Unlike most trees and the tree 
of Jesse, this must be read from top to bottom. It gives various incidents 
that occur not only in Antiqmtate ludicae but are also important for the 
history of salvation, starting with the fall and ending with an implied 
harrowing of hell. The scene at the top makes the initial also the tree 
of knowledge of good and evil. Liebl comments:'% 
Thematiseert ist demnch die Antithese Sùndenfall und heilsgeschichtliche 
Erlösung der Menscheit durch den Kreuzestod Christi. Die darstellung 
kann dabei weder aus dem Josephus-, noch aus dem Gn-Text, sondern 
ausschiesslich über die sich seit dem 12.Jh. entwikkelnde typologische 
Deutung des Geschehens erklärt werden. 
Adam sits on the left, holding on to a branch above his head. He is 
young and beardless, and in no way reluctant. His attention is fixed on 
Eve and he already holds the fruit she has given him in his right hand. 
This is unusual since the common depiction is of Eve proffering the 
fruit, but here, while her hand is still extended towards him it is empty; 
Adam has already received the fruit. At first glance it is not obvious 
which figure is Adam and which Eve, since the viewer is inchned to see 
the figure with the fruit as Eve, and she more commonly stands on the 
left, and Adam's youthful appearance does not emphasise his sex. Eve is 
only physically difièrentìated from Adam by slighüy longer and darker 
hair and the hint of a breast on right side. The serpent and the tituli 
remove any doubt as to the identities. Eve leans slighdy back, her left 
arm hooked through a branch behind her. The serpent hangs down 
over an upper branch, a fruit in its mouth. It does not twine round the 
tree, but its coils hang down, brushing Eve's thigh. Once again Eve is 
closely aligned with the serpent. In spite of the scarce sexual character-
istics, her pose is mildly sensual, but this sensuality seems to be directed 
towards the serpent rather than Adam. Her attention is on the serpent, 
her arms open and her hips thrust forward, as if to receive the caress 
of the serpent on her thigh. The hips, outstretched arm and pointing 
finger make Eve a far more dynamic figure that Adam. It would seem 
Ibid., p. 80. 
Liebl, Die Illustnerten Fhmus-Josephus-Handschnßen des HochmittelalUrs, p. 81. 
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that the artist lays the blame for the fall with Eve, or regarded as a 
metaphor, on the senses, and more particularly sexuality. The main 
titulus of f. 3r, however, lays the blame with Adam—Ade delictum/solvit 
cruces/hoc maledictum. This is also, of course, an affirmation of salvation, 
and the other figures of the initial reinforce this message. 
Immediately under the scene of the fall is Noah's ark, with Noah 
receiving the dove and its olive-branch. God's might and his power to 
punish the sinful are balanced against his salvation of the righteous. 
Below this scene we find Moses with his rod that turns into a serpent, 
again this is a reference to God's power and the deliverance of his 
people. Opposite Moses is another serpent, and one that poses a riddle. 
The placing of it opposite Moses and the way it hangs suggests the 
crucified serpent, which in turn refers to the brazen serpent of Num-
bers.197 This incident is not found in Antiquitate ludicae. A further puz-
zling factor that militates against this reading is the titulus, serpens eneus, 
as given in the Stuttgart catalogue.198 Unfortunately, the reproductions 
of the miniature are not very clear, but the actual letters enev plus the 
usual abbreviation for s or us could, in fact, mean enervus. This would 
correspond to both the limp figure of the serpent, very different from 
the serpent of the fall, and the general theme of the initial. It would 
also correspond to a section in Antiquatate Iudicae.m 
But when the king derided Moses; he made him in earnest see the signs 
that were done at Mount Sinai. Yet was the king very angry with him 
and called him an ill man, who had formerly run away from his Egyp-
tian slavery, and came now back with deceitful tricks, and wonders, and 
magical arts, to astonish him. And when he had said this, he commanded 
the priests to let him see the same wonderful sights; as knowing that the 
Egyptians were skilful in this kind of learning, and that he was not the 
only person who knew them, and pretended them to be divine; as also 
he told him, that when he brought such wonderful sights before him, he 
would only be believed by the unlearned. Now when the priests threw 
down their rods, they became serpents. But Moses was not daunted at it; 
and said, "O king, I do not myself despise the wisdom of the Egyptians, 
but I say that what I do is so much superior to what these do by magic 
arts and tricks, as Divine power exceeds the power of man: but I will 
demonstrate that what I do is not done by craft, or counterfeiting what 
is not really true, but that they appear by the providence and power of 
l<,7
 This is the interpretation given by Liebl, p. 256. 
198
 von Borries-Schulten, Die Romanischen Handschrifien der Wurtembergischen Landesbib-
liothek vi Provenienz ^une/alien. 
199
 Flamus Josephus Antiquitate ludicae, II, 13. 3 (Trans. William Whiston). 
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God." And when he had said this, he cast his rod down upon the ground, 
and commanded it to turn itself into a serpent. It obeyed him, and went 
all round, and devoured the rods of the Egyptians, which seemed to be 
dragons, until it had consumed them all. It then returned to its own form, 
and Moses took it into his hand again. 
The lower part of the tree is flanked by the widow of Sarepta and the 
ram of Abraham, both of which were seen as prophecies of the cruci­
fixion. Between these two is the figure of the crucified Christ, wearing 
a long loincloth and bleeding from all five wounds. Under his feet are 
two heads with the tituli Adam and Eva. The titulus next to the crucifix­
ion is from Psalm 68,5 in Jerome's translation from the Hebrew—que 
non rapui tunc exsolvebam. This is a very appropriate phrase for the initial 
since the psalm concerns the wait for salvation and the final fulfilment 
of this. It also implies that Adam and Eve, seen literally at the begin­
ning, have fallen, and the space under Christ's feet represents hell, but 
that the fulfilment of Christ's sacrifice and plan for mankind will bring 
about their release. On a symbolic basis the initial gives the promise of 
salvation for all those who put their trust in God. Writing of the twelfth 
century manuscripts of Josephus in general Deutsch says:200 
Josephe devient ainsi au ΧΙΓ siècle un instrument de connaissance divine; 
dans cet esprit, on utilise pour la décoration de son oeuvre les grands 
symboles du mystère chrétien. L'apparence simpliste des peintures ne 
droit pas tromper: vues sous cet angle, elles ne peuvent pas être dénuées 
de signification. Elles sont un reflet de l'âme de ce siècle. 
This seems particularly applicable to the Stuttgart manuscript. The 
initial's antithesis between fall and redemption, sin and sacrifice and 
the typological emphasis combine to make it clear that this was not to 
be regarded as a pagan or Jewish work, but something to be read as a 
means to discovering God's truth. The initial can be seen as a summing 
up of the 'highlights' of Heilsgeschichte. It gives the reader, not only 
a synopsis of what he is about to read, but also a guide as to how he 
is to read it, what is important, how the incidents reported are to be 
interpreted, and setting the whole work in not only a Christian context, 
but that of the individual's part in seeking salvation by understanding 
why and how salvation was necessary. 
2m
 Deutsch, honoçraphie de l'illustration de Flavius Josephe au temps de Jean Fouquet, 
p. 37. 
RESPONSIBILITY, REDEMPTION AND THE DEMISE OF DEATH 4 9 7 
3.8 Salzburg, Stiftsbibliothek Sankt Peter, Ms. XII18 
This bible has been described as showing Italian influences, but adapting 
them to the Salzburg school of illumination.201 Cahn, more specifically, 
sees the influence of the giant Italian Bibles in the 'panelled shaft' of 
the I, but finds that the figures round the shaft and rest of the initials 
are subject to indigenous influence.202 However, in layout, although not 
content, the Genesis initial is very similar to the Stuttgart manuscript, 
and iconographically it has links with other German manuscripts such 
as the Hortus Deliciarum and Munich, Staatsbibliotheek, Clm, 935. Like 
the Stuttgart manuscript the I takes the form of a stylised tree, but 
concentrates solely on the fall and not on Heilsgeschichte, (fig. 68) The 
stem of the I is far more elaborate, being filled with decorative panels, 
while the branches are less convoluted than in the Stuttgart manu-
script, but again the figures are found on the branches. At the top a 
cross-nimbed Logos holds the top two branches and is flanked by birds 
and animals that are difficult to distinguish, but one appears to be a 
peacock and another a weasel. The weasel would seem an appropriate 
symbol here since it is connected to the ability to bring its young back 
from the dead, but also to those who are ready to hear God's word, 
but are too involved with worldly things to put it into practice.201 On 
the upper side branches an angel battles with Lucifer, driving a spear 
through the initial and into the left side of the fallen angel's breast. The 
righteous angel is nimbed and winged, making a dynamic figure with 
his weight thrown onto his back foot to gain purchase for his thrust. 
Lucifer topples outward, his back almost bent double. He, too, is winged, 
but sharp-featured in contrast to the rounded features of the angel. In 
Swarzenski's reproduction of the whole initial various lines have been 
strengthened, and these give Lucifer the appearance of being horned; 
however, in the un-retouched detail it can be seen that these are not 
horns but goat's ears, as found in the Leofric Mors. The depiction of 
Lucifer as sharp-featured seems to be something new: demons in Junius 
11 had pointed noses and chins, but even there Lucifer, after his fall, 
201
 G. Swarzcnski, Die Salzburger Malerei van den ersten Anfangen bis zur Blutezeit des 
Romanischen StiL·, Studien zur Geschichte der Deutschen Malerei und Handschriftkunde 
des Mittelalters (Salzburg, 1969), p. 64. 
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 Cahn, Romanesque Bible Illumination, p. 257. 
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is shown with a snub nose, and generally speaking blunt features and 
snub noses are used to depict demonic creatures or degenerate men 
such as Cain. Here Lucifer's nose is exaggeratedly long and his hair 
in the peaks usually associated with the infernal. 
The narrative continues downwards, and under the fall of Lucifer 
is the prohibition on eating of the fruit of the tree of knowledge. The 
cross-nimbed Logos is in the same pose as the angel above him, but 
instead of holding a lance he holds a scroll in his left hand and holds 
his right up, index finger extended, in a gesture of command. Like the 
angel above, the Logos twists away from the tree, but this has a difierent 
effect. On the opposite side are Adam and Eve, and the Logos' pose 
gives the impression of him turning away and leaving them. Adam is 
bearded but younger looking than the Logos. He is poised on a branch, 
his right hand outstretched, his left holding the right upper arm and 
his eyes fixed on the Logos. Eve stands behind him, her arms chastely 
crossed in front of her breasts and her eyes cast down. The use of 
the scroll emphasises the authority of the ban: the law is perpetuated 
in the written word and Adam's attention is on this, while Eve looks 
elsewhere. Adam holding his arm can be seen as a gesture of restraint 
and his whole position as an acknowledgment of God's command. If 
we take this scene as a metaphor for the senses and the intellect, man 
clearly comprehends the divine word, while the senses are incapable of 
seeing it. It is notable that the extremities of six branches, those that 
hold the two scenes described and the next scene of the fall, all have 
a single fruit dangling from their tips. 
In the scene of the fall, Adam and Eve stand in mirror positions, 
Eve on the left and Adam on the right. The only difference is that Eve 
proffers the fruit with her right hand and Adam raises his right hand, 
holding a fruit to his mouth. The pair is linked by the serpent, a large, 
scaly beast with a blunt nose and ears, that slides through the tree from 
Adam to Eve. The tail is coiled close by Adam's legs, while the head, 
holding a fruit, looks up at Eve. This could once again be a reference 
to the tradition that the serpent attempted to seduce Adam before 
going on to tempt Eve. The efièct is to reduce the link between Eve and 
the serpent, even though they are isolated by the tree, and the curve of 
the upper part of the serpent's body echoes the curve of Eve's arm. The 
couple look at each other, and Adam's stooping posture and reaching 
hand display no unwillingness. Eve is not held responsible, or not chiefly 
responsible, for the fall. The similarity in poses, the linking serpent and 
the willingness of Adam all point to equal responsibility. If the senses 
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have led reason to commit a sin, then reason is co-operative. The distinc-
tion in the poses of the prohibition scene now becomes clear. Reason 
sinned knowingly, allowing the senses to override that knowledge. The 
final scene is that of the expulsion, with the angel exchanging his lance 
for a sword and holding the curve of the tree that puts the reader in 
mind of an arched gateway. The manuscript is faded and it is difficult 
to make out the features of the couple as they are driven out on the 
far side of the tree, but it appears that the foremost figure has a beard. 
The figure behind, slightly more huddled, with hands higher covering 
the breast area, should then be Eve. It is most unusual to have Adam 
leading the way out of paradise and it is just possible that the figures 
are shown in the traditional order, but as the differentiation is minimal 
it is difficult to be certain.204 
The constituent elements of this initial make an unusual combina-
tion. Here the fall of Lucifer is linked directly to the fall of man. While 
this is true of many manuscripts such as the earlier Junius 11 and Old 
English Hexateuch, or the more or less contemporary Horlus Deliciarum 
and Munich, Staatsbibliothek Clm 935, the context here is different. 
The other works have the scene in the realms of Heilsgeschichte: the 
link is made between Lucifer's fall and the creation of the world and 
mankind. There is a degree of causality, either implied of explicit. In 
spite of the opinions of such theologians as Anselmus of Canterbury, 
it was a common belief that man was created to take the place of the 
fallen angels, and thus the rebellion and fall of the angels was seen as 
the starting point, indeed the rauon d'être, for mankind. Lucifer's fall 
is sometimes openly, as in Junius 11, or implicidy seen as the motive 
behind the fall of man. The devil's part, as tempter, an outside and 
malevolent influence, distinguishes the crime of Adam and Eve from 
that of Lucifer, since his sin was wholly innate. The Salzburg initial 
removes this excuse. The fall of Lucifer is not shown as the cause of 
Adam and Eve's downfall. While the reader's knowledge could lead 
him to assume the causes of both creadon and fall, the initial docs not 
encourage such a reading. We are shown the results of Lucifer's sin— his 
defeat at the hands of Michael. The piercing of his breast shows that 
he is then indeed dead in the eschatological sense. The fall of man 
then gives a paler version of this, a reflection on a less grand scale. By 
showing and emphasising the lawful aspects of the ban, the rebellion 
The bearded Eve will be discussed later in reference to the St. Savin paintings. 
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of Adam and Eve is made clear. The expulsion is then the equivalent 
of the death of Lucifer, since they too are thrown from their home to 
experience death in their case both physical and eschatological. 
3.9 Heidelberg, Universitätsbibliothek, Cod. Sal. X 16 
Cod. Sal. X 16 is a copy of Hildegard von Bingen's Seimas, made not 
at Rupertsberg, but at Zwiefalten, and its illustrations differ greatly 
in many respects from the well-known Rupertsberg copy, formerly 
Wiesbaden, Hessiche Landesbibliothek 1, destroyed or lost in 1945. 
The theory that Hildegard directly designed or at least supervised 
the Rupertsberg copy has a great bearing on the way her visions are 
interpreted and there is little agreement how much weight they should 
be given when considering these. Mews feels that, 'Her visions first of 
all need to be imagined from the descriptions that she gives of them, 
rather than studied from the illuminations.'20'' Newman writes, 'They 
[the illustrations] are a reflection of her visions and her commentaries 
are derived from her illuminations.''m The vibrant, unconventional and 
extremely forceful images of the Rupertsberg Codex make a powerful 
appeal to the reader.207 Next to them the more restrained miniatures of 
the Heidelberg manuscript seem to pale. The Heidelberg manuscript is 
far less profusely illustrated and its miniatures are coloured line draw-
ing in which red, blue and green predominate.208 Only the last visions 
are really illustrated, but there are a number of decorated initials and 
certain other miniatures not directly related to the visions.20q It falls 
outside the scope of this study to speculate on the reasons why only 
the last visions were illustrated, but it would be interesting to compare 
the Heidelberg and Rupertsberg illustrations carefully, the interest 
Μ
'' Mews, "From Scivias to the Liber Divinorum Operum: Hildegard's Apocalyptic 
Imagination and the Call to Reform." 
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 Newman, "Christian Cosmology in Hildegard of Bingen's Illuminations." 
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 The extremely idiosyncratic and symbolic nature of the Rupertsberg miniatures, 
and especially that of the second vision of the first book, cause these to fall outside this 
research, since this concentrates on the developments of an iconographie tradition. 
'
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 The vision miniatures are to be found on ff 11 lr, 11 Iv, 142r, 151r, 156r, 167v, 
176v, 177Γ, 196r. 
'
m
 For a full description and facsimiles of the Heidelberg manuscript see Hildegardis 
(1098-1179); Antje Kohnle, hber Somas: Farbmikrofiche-Edition der Ηαηώώπβ Heidelberg, 
Umvemtakbibliothek, Cod. Sal. Χ 16 / Hildegard von Bingen; Einleitung, kodaologuche Beschrei­
bung und Verzeichnis der Bilder, Rubriken und Initialen von Antje Kohnle, Codices illuminati 
Medii Aevi (München, 2002). 
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being in how Hildegard's contemporaries envisaged her revelations 
from her texts. Even the most casual glance shows certain similarities, 
but whether these derive from the text or are due to some other cause, 
such as a member of the community seeing the Rupertsberg copy, is 
simply guesswork. Hildegard's fame was far-reaching, both Ruperts-
berg and Zwiefalten were associated with the Hirsau reform, and this, 
combined with the extremely productive scriptorium of Zwiefalten, 
are perhaps sufficient reasons for the abbey to undertake a copy of 
her work, especially as Berthold, the abbot of Zwiefalten was an sup-
porter of Hildegard.210 Hildegard's views on and connections with the 
crusades have been mentioned earlier. Without doubt, even though 
her interest seems to have been concentrated on the spiritual renewal 
of those who took part in the crusades, she was concerned with both 
the literal and symbolic significance of the endeavour. Zwiefalten had 
crusading connections. Abbot Ernest joined the crusade to preach and 
died in Mecca in 1148, and the monastery possessed precious relics 
housed in various reliquaries made in Jerusalem. Scivias has much to 
do with the state of the Church, for which the Heavenly Jerusalem 
and the campaign to free the earthly Jerusalem could be considered 
a metaphor. Certainly there is an iconographie likeness between the 
depictions of Ecclesia in book three of Scivias in the Zwiefalten and 
Rupertsberg manuscripts, with the head of the Anti-Christ symbolising 
the corruption of the Church. 
There are four introductory miniatures, all in keeping with the spirit 
and theme of Savias. On f. 2r is a complex composition of the fall of 
the rebel angels, creation and the fall of man. F. 2v has a depiction of 
the year, with the four winds, and this is followed by a summary of the 
book with an author portrait and the contents with an abbreviated tree 
of Jesse. The author portrait differs from the well-known Rupertsberg 
portrait, showing a double architectural setting, with, above, a stand-
ing nun with stylus and wax-tablets and under a monk seated at a 
writing desk with knife and quill. The hierarchy of authorship is more 
apparent than in the better-known work, but it lacks any hint of divine 
inspiration. Perhaps the most interesting thing about the two opening 
miniatures is that they have been adapted from a slightly earlier work 
210
 Johannes Zahlten, Creatio Mundi: Darstellungen der sechs Sckopßingslage und naturwts-
senschaßhehes Weltbild im Mütefolter, vol. 13, Stuttgarter Benrage /.ur (îeschichtc und 
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now in Stuttgart, Wurtemburgische Landesbibliothek, Cod. Hist. 2° 415, 
f. 17r. This is known as the Zwiefalten choir-book and martyrology 
dating from the middle of the century.2" On f. 17r and ν it has line 
drawings of the same two subjects as the Scivias manuscript. The later 
work is coloured and considerably less crowded, but its debt to the choir-
book is very obvious. Both works differ gready from the highly symbolic 
fall of Lucifer in the Rupertsberg codex, but since Hildegard explains 
her vision and the fall in terms of salvation it is a fitting introduction to 
the work. The interesting point is to see how the Zwiefalten illuminator 
adapted the earlier design to one deemed more suitable for Scivias. 
The choir-book miniature has a seated, cross-nimbed Logos as the 
focus of a circular composition in which the six days of creation, 
somewhat unevenly distributed, seem to rotate with the dynamics of 
the outer ring of warrior angels and demons, (fig. 69) Michael, winged 
and nimbed, spears the dragon through the throat, his forward thrusting 
movement leads the eye in a clockwise direction, so the figures of the 
demons seem to be falling from a wheel into the gates of hell, shown 
bottom right. The counter clockwise movement is less strong, but suf­
ficient to slow the eye at the nadir of the revolution. The outer wheel 
consists of arches, in the left-hand eight of which are angels garbed as 
contemporary soldiers. The sword of the lowest of these not only drives 
a demon towards hell, but points to the scene of the fall below. The 
lower part of the miniature is outside the circular movement, although 
the central position of the rivers of paradise echoes the circularity. It 
is possibly the eye-arresting and pointing function of the eighth angel's 
sword and the strong clockwise dynamic that account for the less than 
conventional arrangement of the lower part of the miniature. The 
fall, and therefore paradise, is placed next to hell, perhaps a warn­
ing of the fact that hell is close by. Adam and Eve are sheltered from 
hell by the tall upright of the gate of paradise that forms a barrier 
between the two regions. They stand either side of a stylised tree. Eve 
takes a fruit from the serpent wound around the trunk, while holding 
another fruit in her left hand. She does not offer this to Adam, who 
already holds one. In this scene there is no extra connection between 
Eve and the serpent, in fact it is Adam's foot that touches the snake, 
"' Zahlten dates it as 1138 1147, ibid., p. 51. Whereas von Bornes-Schulten puts it 
later. 1162, Sigrid von Borries-Schulten, "Zur romanischen Buchmalerei in Zwiefalten. 
zwei Illustrationsfolgen zu den Heiligenfesten des Jahres und ihre Vorlagen," ^eilschnfl 
ßr Kimstgenhchte 52 (1989). 
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and neither Adam nor Eve eat. On the left hand side of the rivers of 
paradise is the expulsion, eflècted by a wingless angel who, interestingly, 
not only wields a sword with his right hand to drive the couple out 
of paradise, but uses the sword in his left hand to bar the gate. This 
provides a certain counterpoint to the dynamics of Michael. The fig-
ure is nimbed, but not cross-nimbed, and differs from the Logos in the 
central creation scene, so we can assume that this is not an expulsion 
by God personally. Above the gate crouches a cherub giving a more 
than usually close rendering of Genesis 3:24.212 The couple both hold 
leaves before their genitals and look back, Adam seeming to protest. A 
point of further interest is that the work of the sixth day is represented 
by the creation of Eve. Here there is no special relationship between 
man and God shown: the central Logos raises his hands in command 
and blessing for all six days together. The creation of mankind docs 
not merit a hand of God, let alone his presence. Eve simply emerges 
from the side of the sleeping Adam as a single line topped by a female 
head. More than other works this implies that Eve is part of Adam, 
not so much that which is removed, but that which grows and develops 
into an existence of its own. The rib of the Stammheim Missal is now 
simply a line connecting Eve to Adam. 
The visual emphasis of the choir-book miniature is on the fall of 
Lucifer and the rebel angels. Lucifer is not shown as the brightest and 
fairest, but is already the dragon, and the fight with Michael was pos-
sibly influenced by Revelation 12:7-12. While the Creator holds the 
physically central position and the eye is immediately drawn to him, 
his static pose makes him a hub around which the turbulence of the 
fight between angels and demons takes place. It is to this that the eye 
is led. It is a busy, crowded scene, full of action and movement that 
contrasts with the stillness of the Logos and the restraint of creation, 
and even the more placid rendition of the fall. The demonic figures 
tumble over each other, crowding as they land in hell, several even 
pushed to beyond the frame. The eight angels and Michael arc rather 
more restrained, calm-eyed and implacable. They fill their arches with 
confidence, but we see how the arches, once holding the rebel angels, are 
being emptied. This point is also made in the thirteenth century Paris, 
Bibliothèque Nationale, Ms lat. 10434, where on f. 9v, upper register 
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 eiecilque Adam et conlocaml ante paradisum voluptatis chérubin et flammeum gladtum atque 
versahlem ad custodiendam mam ligni mtae 
504 CHAPTER FOUR 
the empty arches left by the falling angels are brought into connection 
with the fall and ubi es? shown on the other side of the opening. Clearly 
the arches in both cases symbolise the place in heaven of each angel. 
In the choir-book less emphasis is placed on the fall than in the Paris 
manuscript. The message of the choir-book miniature is the fall of the 
rebel angels and the role of man to fill their places: the proximity of 
the fall to hell is a reminder that man voided his heavenly destiny. 
Although the lineage of the Heidelberg manuscript is obvious, there 
are numerous differences brought in, whether to adapt it to Scivias or 
denoting changes in attitude in the forty or fifty years since the making 
of the choir-book. (fig. 70) In many ways the design has been simplified, 
but in others it has become more refined. The dynamic circular com-
position has been modified and gives what might be called the 'earthly' 
part of the design an equal weight with the 'heavenly.' The upper part 
is dominated again by the circle of heaven, but this no longer whirls or 
teams with activity. While in the choir-book the Logos is the still centre 
of movement, here he is a focus of a heavenly calm. Angels crowd the 
arches, not warriors but beings that encircle their Lord in quiet con-
templation. The cross-nimbed Logos, seated in a mandorla, holds two 
symbols of his might and authority, an orb and a scroll, denoting his 
lordship of the world and his command of law. Under the sphere of 
heaven creation takes place in six roundels, and below that the events 
of Genesis 3 are shown. The lower three-quarters of the extreme left 
of the page are taken up by the dark and flames of hell into which five 
demons tumble, accompanied by a twisting dragon with a millstone 
round its neck. The dragon is speared by Michael, winged and nimbed, 
his spear so long that it reaches from heaven to the depths of the pit. 
This would seem to combine Revelation 12:11-17 with Revelation 
18:20—21—exulta super earn caelum et sancii et apostoli et prophetae quoniam 
iudicavit Deus ludicium vestrum de Ufo. et sustulit unus angelus fortis fopidem quasi 
molarem magnum et mutt in mare dicens hoc impetu mittetur Babylon magna Ufo 
civitas et ultra iam non invenutur and Revelation 20:1-2—et vidi angelum 
descendentem de caelo habentem clavem abyssi et catenam magnam in manu sua. et 
adprehendit draconem serpentem antiquum qui est diabolus et Satanas et ligavit eum 
per annos mille. In many ways this would be in close agreement with the 
general tenor of Scivias with its concern for inner reform. This would 
also explain why the inhabitants of heaven are no longer warriors—they 
rejoice at the fall of Babylon, as a metaphor for the degradation of the 
times, and the defeat of evil, all with apocalyptic overtones. Thus in 
the Heidelberg manuscript the 'historical' aspect of the fall of Lucifer 
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is combined with the prophetic colouring of Revelation. This aspect 
is emphasized by a dragon with a millstone appearing at the start of 
book three, f. 106r, perhaps the most prophetic book of Sciuias, and 
thus linked in the reader's mind with this prefatory miniature and the 
beginning of Heilsgeschichte. 
The placing of hell on the left side now alters the interpretation of 
the events of the fall and expulsion. No longer is paradise placed next 
to hell, but shows a state of blessedness, an opportunity not yet lost, 
symbolised by the open door or gate. This marks a contrast between 
the shuttered and barred gate on the left, and brings to mind the use 
of the open and closed door as symbols for Eve and the Virgin.211 So 
that at the beginning of Heilsgeschichte the reader is reminded of the 
possibility of salvation, while the earthly existence of man is shown as 
being between the threat and darkness of hell and the closed doors of 
paradise. The scene of the fall itself has undergone certain changes. 
The positions of the figures remain the same, but Adam now holds a 
leaf in front of his genitals and stands further from the serpent. Eve 
holds one fruit in her right hand, but does not yet reach for the fruit 
held in the mouth of the serpent. The dog-headed serpent reaches lower 
down the trunk than in the choir-book and holds the apple by its stalk. 
These changes can in no way be ascribed to the influence of the third 
miniature of the Rupertsberg Sdvias, the highly symbolic and abstract 
nature of which can scarcely be comprehended without Hildegard's 
explanation. Feminists have perhaps exaggerated Hildegard's regard 
for women and the feminine aspects of God,214 but she did indeed 
deal more kindly with Eve than many of her contemporaries, and the 
Rupertsberg version of the miniature of the second vision of the first 
book of Sciznas, showing Eve as a cloud of stars, cannot be considered 
negative. Nevertheless, the Heidelberg miniature, although not directly 
relating to the second vision, deals rather more severely with Eve 
than the choir-book. Taking the difièrences one by one we see a more 
negative picture of Eve building up. Adam is set slightly apart, being 
further from the serpent and holding the leaf almost as a shield before 
his genitals. In the Stammheim Missal only Eve covers her genital area 
21
 ' See Tronzo, "The Hildcsheim Doors. An Iconographie Source and Its Impli-
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in the expulsion and it is relatively common, particularly in initials, for 
both Adam and Eve to hold leaves in conflated incidents of Genesis 3, 
but we are now confronted with Adam, but not Eve, covering in a fall 
scene. This is not unique. On f. 243r of Klosterneuberg, Stiftsbibliothek, 
Ms 166, dating from the early thirteenth century we find Adam reaching 
for a fruit ofièred by Eve, even though one hangs under his chin, but 
holding a leaf with his left hand. Eve both offers and eats a fruit, with 
no attempt to cover herself. The question is why does the Heidelberg 
Scivias deviate on this point from its exemplar? Perhaps a reason can 
be found in Hildegard's text, although certainly at this point she says 
nothing that was not current from the early days of the Church. She 
asks why Satan chose to tempt Eve rather than Adam:215 
Pourquoi cela? Parce qu'il savait que la faiblesse de la femme serait plus 
facile à vaincre que la force de l'homme; il voyait aussi qu'Adam était 
pénéttre d'un amour si violent pour Eve, que s'il réussissait à la vaincre, 
tout ce qu'elle dirait à Adam, celui-ci le ferait... Il séduisit d'abord Eve, 
afin que celle ci, par ses flatteries, obtînt assentiment d'Adam; parce 
qu'elle pouvait entraîner plus rapidement Adam à la désobéissance, que 
les autres creatures; car elle avait été tirée d'une côte d'Adam. C'est 
pourquoi la femme fit tomber si aisément l'homme, car, comme il ne la 
détestait pas, il agréa facilement ses paroles. 
The question of Adam being covered while Eve is not can possibly 
be traced to this. Eve is open to temptation, whereas Adam has some 
degree of resistance. In the Rupertsberg miniature of the fall this hier-
archy of seduction is made visible. Adam floats on his side, his head 
almost next to the flames of hell, while from his side issues a green 
cloud filled with shining stars. Emerging from the dark of hell a dark 
serpent, itself a part of hell, spews poison into the cloud. The curve 
of the serpent leads the eye to the cloud and to the point it issues from 
Adam's side. The Heidelberg manuscript cannot pretend to such sym-
bolism in its prefatory miniature, but it is possible that Eve's nakedness 
is a reference to her frailness in the face of temptation. However, such 
a reading would demand a closer adherence to the text than we can 
find in the miniature generally, and it must be remembered that this is 
not an illustration of the second vision. There are other elements that 
point to a more negative view of Eve. In the choir-book miniature the 
serpent's head reaches to Eve's chin, but does not come close to her. 
'
M5
 All translations Irom Scivias from the R. Chaumcl edition, Paris, 1909. 
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There is still a distance in the Scimas miniature, but now the serpent 
is level with the genitals of both Adam and Eve, the bright red fruit, 
held by its stalk, drawing attention to this and implying a sexual aspect 
to the temptation. Eve's attendon is on the fruit and the serpent. The 
sexuality here is Eve's, but her sensuality is not directed at Adam, rather 
her sensuality is aroused by the temptadon. A further indication of this 
idea is the development of the motif of the sixth day of Creation. This 
difiers from the choir-book version firstly by the hand of God appear-
ing to command Eve's creation. While the basic interpretation must 
be similar to that of the choir-book scene, the hand of God could be 
connected with Hildegard's concern for the interaction of the heavenly 
and the earthly, particularly man. The change in the depiction of the 
creation of Eve is slight, but significant. The head emerges from Adam, 
not at the end of a rib or even a line, but on a long, serpentine cord 
of flesh. The reader is immediately put in mind of a snake, and all the 
connotations of this within the context of Genesis. We still have Eve as 
something that emerges from Adam, a part of him that develops its own 
existence, but this something now carries with it, implicitly, the notion 
of sin. It is perhaps no coincidence that the following half century after 
the making of the Heidelberg manuscript saw the development of the 
dracontopede, half female, half serpent, as the tempter. 
Much has been written about Hildegardc's positive attitude to Eve, 
but while this is undeniably true, this is chiefly confined to certain 
aspects, that is, Eve as God intended her.2ir> 
Eve qui avait une âme innocente, Eve qui avait été tirée d'Adam dans son 
innocence, portant dans son corps toute la multitude de la race humaine, 
déjà vivante dans la preordination divine. 
Hildegarde regards Eve's creation from Adam's side as a symbol of 
marriage and the faithfulness between spouses. Various writers have 
claimed that 'Hildegard makes Lucifer the culprit, not Eve, in the "fall" 
of creation.'217 It is true that Hildegard discourses at length on the 
jealousy and malice that prompt Satan to bring about the downfall of 
mankind, but she states quite clearly that it is Eve's weakness that gives 
him the opening he needs, and only Adam's love of Eve causes him to 
listen to her. In fact she states, approvingly, that, although Adam blamed 
-
16
 Ibid. 
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Eve, he did not repudiate her. However, when stating the reason for 
Adam's condemnation, she is quite unequivocal about Eve's role: she 
is the cause of death. 'Adam, en effet, pouvait incriminer son épouse, 
de ce que, par son conseil, elle lui avait apporté la mort.' The question 
remains, was the prefatory miniature altered to adapt it to the content 
of Scivias? The second vision is not particularly concerned with creation, 
but the Heidelberg manuscript in no way decreases its importance. 
The fall of Lucifer, rather than the rebel angels as a group, has more 
emphasis, but Lucifer's role in the fall of man is in no way increased. 
I would suggest that the choir-book miniature was considered a suit-
able preface to Scivias and that the changes are due more to a general 
change in attitude and style. Von Borries-Schulten has commented on 
the decrease of 'Byzantine' influence in the Zwiefalten scriptorium evi-
dent in the martyrology part of the earlier manuscript,2"1 and the style 
of the Heidelberg manuscript does differ from that of the choir-book. 
Perhaps this is sufficient reason for change, but the changes made must 
have been dictated by the ideas of the times. The Heidelberg Sdvws 
creation miniature points to an interest in prophecy, with apocalyptic 
overtones, to an interest in salvation, but also to a greater distrust of 
sexuality and to the female as a symbol of both sin and sexuality. 
4. The Concept of Sin in the Second Half of the Twelflh Century 
The manuscripts of the later twelfth century show a great variety of 
styles and iconographie content, but nevertheless have certain traits in 
common. The most distinguishable of these is the integration of the 
fall, even more emphatically than previously, into Heilsgeschichte. The 
Creator is a remote being who either stands apart from his creation or 
has a special relationship with mankind that seems to go little beyond 
the act of creation. There is a new emphasis on the creation or inspira-
tion of Adam that often brings this relationship to the fore, but also the 
humble origins of man, not simply created by a word and gesture, but 
by moulding. This can take the form of shaping from earth, as is seen 
in B.N. lat. 8846 and the Lambeth Bible. Other depictions of this can 
m
 von Borries-Schulten, Die Romanischen Handschnflen der Wurtembergischen Landesbib-
hothek vi Provenienz ^wiefalten, von Borries-Schulten, "Zur romanischen Buchmalerei 
in Zwiefalten: zwei Illustrationsfolgen zu den Heihgenfesten des Jahres und ihre 
Vorlagen." 
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show the forming in a more advanced state, such as Dublin, Chester 
Beatty Library, 22, f. 8v. This is part of an initial In principio, in which 
a seated, bearded and cross-nimbed Logos in a mandorla holds a book 
and makes a gesture of command. Under this are seven medallions, 
one for each day of creation and the lowest depicting the fall. Despite 
the commanding Logos at the top of the I, a figure is present at each 
of the six days of Creation, but there is a purposeful diflFerentiation 
between these figures. Only the figure on the fourth day is bearded, 
although not cross-nimbed, while the figures on the other days seem 
to be of two different facial types, one with a straight nose and one 
with a pointed nose, and the figure on the fifth day is unnimbed. It is 
the straight-nosed type who forms Adam. Adam, himself, has a strong 
resemblance to the pointed-nosed Logos, while, strangely, there is some 
likeness between Eve and the straight-nosed Creator. This is unusual 
as, not only is there a close visual connection between Eve and the 
serpent, but the 'special relationship' between man and God is shown 
as that between the masculine and the divine. The changing facial 
types of the Creator may be a means to emphasise that Creation was 
the work of the Trinity and a refutation of any ideas that the Son was 
not always co-existent with the Father. 
The Hortus Deliciarum has a closer, more intimate picture of God's 
creation of Adam, and one that deals both with the moulding and 
the inspiration. The intimate aspect of the moulding is to be seen in 
the fact that Adam is almost finished and God is shaping the head 
of the limp and lifeless body and this is immediately followed by the 
inspiration. The clasped hands of the inspiration add to this feeling of 
closeness. This is still a very hierarchical representation, not so much a 
hierarchy of lord and man, but of elder and child. Notable is the fact 
that this 'hands-on' aspect is not to be found in the Hortus Deliciarum 
creation of Eve. There Adam sleeps beneath a tree while the Logos 
makes a gesture of command and holds a rib from which springs the 
upper half of Eve. Notable is that Adam sleeps under a tree within 
the branches of which nesde five human heads, signifying the future 
generadons of mankind. This tends to link him, rather than Eve, to 
the future generations, as is the case in the Rupertsberg miniature of 
vision two of Scimas. This is something relatively new, since Eve is usu-
ally seen as the mother of the generations, but it is possible that, see-
ing the extreme emphasis on Heilsgeschichte and the role of personal 
salvation, that this connection is a reflection of the tree of Jesse. This 
is reinforced by the titulus, adafm] dormit sub ligno vite. The tree of life 
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here can refer to the tree planted by God in paradise, but also to the 
means by which fallen man can achieve his salvation, through Christ as 
the descendent of Jesse, and ultimately of Adam. The distance between 
God and woman is made more noticeable by the fact that the scene 
of the Logos issuing the ban on the eating of the fruit of the tree of 
knowledge of good and evil is placed next to Eve's creation. As well as 
linking the two events, and incidentally placing Eve at the scene, the 
closer connection between God and man once again is shown by the 
Logos holding Adam's wrist. This does not seem to be an indication 
of restraint, rather a means to hold the attention. This would seem 
to typify the iconography of the period—God is closer to man than 
to woman. In no miniature other than B.N. lat. 8846 do we find Eve 
actually being shaped and in none is she the recipient of God's divine 
breath. The primacy of Adam is made clear; it is he that knows the 
touch of God and is given that spark of divinity. 
Whether the creation of mankind is carried out in a 'hands-on' 
fashion or by a fully remote God, any sense of closeness after creation 
is absent. Even when the prohibition is shown with the Logos figure, 
there is no sense of loving intimacy between human and divine. The 
general tenor is the might of God in creation, the error of man and 
the wonder of redemption. The close binding of past and future to an 
almost inevitable chain of events, beginning with the fall of Lucifer and 
ending with the last judgement, seems designed to encourage the reader 
to ask what his or her place in this scheme is. God is mighty, but he 
fades into the background until the incarnation, and the emphasis lies 
with the history of men's deeds in relation to God and each other, rather 
than a dialogue between man and God, or God's deeds in the world of 
man. There is no harmony between the worlds and it is the disharmony 
that is shown in the various iconographie programmes—man's failure to 
follow the ways of God and God's forgiveness, through the actions of 
those who do follow his precepts. This is seen in the way the incidents 
of Genesis 1 4 are handled in the miniatures. There is frequently a 
contrast between the punishment of Lucifer and that of Adam and 
Eve. In Munich, Staatsbibliothek Clm 935 the fall of Lucifer forms a 
terrifying backdrop to the days of creation. In Hortus Deliciarum this 
fall introduces the themes of Heilsgeschichte and Psychomachia, the two 
being linked to the salvation of the individual. The implication is not 
only that Lucifer's fall is the beginning of history, and even the cause 
of it, but that there is a contrast between his fate and the fate of the 
Christian, a promise and a warning. This is brought home by the illus-
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trations of Christ as the divine fisher or bait, thwarting the devil in the 
Hortus Deliaarum and the Zwiefalten choir-book. Cames points out that 
this theme was unknown iconographically until the twelfth century.^19 
This refers to the idea that Christ's divinity was hidden from the devil 
so that he would claim an innocent soul at his death, thus making an 
illegal claim that would negate his right to mankind. 
The increased number of miniatures depicting the sacrifices of Cain 
and Abel and the murder of Abel reinforce this teaching. Generally 
speaking, the contrast between the brothers ends in the murder, the 
lessons being the contrast between the adherence to God's way and the 
selfishness of mankind and the vulnerability of the righteous in the face 
of evil. B.N. lat. 8846 expands this with another punishment, but far 
removed from the ultimate punishment laid on Lucifer. Nevertheless 
the two are akin. Both are banishments from God's presence, one to 
everlasting hell, the other away from God's people. It is noticeable that 
in the case where God's judgement is shown, there is no demonising 
or bestialisation of Cain: he is shown as violent and murderous, but 
is no way deformed or dehumanised. The earlier tendency to make 
Cain monstrous has lessened, though not disappeared, rather Abel's 
vulnerability has been emphasised. Perhaps, strangely, we can say there 
is a reduction of overt anti-Semitism that does not accord with much 
of the feeling at this time. We know that sterner measures were taken 
against Jews in this period, but perhaps the miniatures reflect the stated 
ecclesiastical policy rather than the actual measures taken by rulers. In 
many ways this lack of bestialisation increases the implicit connection 
between the fall and the murder. Readers are invited to look on the 
miniatures not just as sequential but also as causal. Without the fall 
there would have been no murder; the innocent and righteous would 
not be the victims of jealousy, greed and hubris. The increased atten-
tion for the story of Cain and Abel, which can be seen as a metaphor 
for the struggle between sin and virtue in man's soul, is an echo of the 
balance that is shown in the scenes of the fall. 
Most of the miniatures discussed make a clear connection between 
Eve and the serpent. However, there is a good deal of restraint in the 
depiction of Eve. While she is often clearly allied to sin and the senses, 
she is rarely sexually provocative or seductive. She is shown as more 
susceptible to sin and temptation than Adam, but Adam does not 
!1
'
)
 Gerard Games, Allegorus et Symboles dan l'Horlus Deliaarum (Leiden, 1971). 
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escape censure. Numerous miniatures show Adam and Eve in identi-
cal or mirror image poses thereby implying joint guilt. If Eve seems 
to have her attention fixed on the serpent and to take sensual pleasure 
in its presence, Adam is often shown as ready or even eager to join in 
the pleasures of the senses. The emphasis given to sensuality, but not 
necessarily sexuality, implies that this is the reason for their downfall. 
The prohibition is shown in several works, and the impetus to break this 
seems to be allied to the senses. While not every work makes sexual-
ity important, there is enough emphasis on it to make it clear that for 
many sexuality was the epitome of the sensual and the most dangerous 
snare for the Christian, the Ste. Geneviève manuscript being the work 
that places the most overt emphasis on the sexual aspect. At the same 
time there is a more positive attitude to marriage. The Church may 
have long said that marriage is good—virginity is better but there has 
been litde of this to be seen in miniatures. In Somas the explanation of 
the second vision praises Adam because he feels himself bound to Eve, 
despite her sin. The Aberdeen Bestiary, while recounting the numerous 
defects and sexual habits of the viper, praises the marital consideration 
and faithfulness shown by this reptile.220 The tender gestures seen in 
the Ste. Geneviève manuscript seem to echo this lesson. Eve is dealt 
with, generally speaking, less harshly than a hundred and fifty years 
earlier, and Adam's weaknesses are revealed more. In spite of, or pos-
sibly because of, the more positive attitude to marriage, several minia-
tures issue a warning about accepting the advice of a wife. This can 
be seen both literally, as the untrustworthiness of women's counsel, or 
metaphorically, as a warning against the senses ruling the intellect. In 
both the Ste. Geneviève manuscript and BN lat. 8846 Eve is clearly the 
dominant partner and takes the initiative, but there are other indica-
tions of such warnings. The connection with the erring wife made by 
Adam holding Eve's chin is one such. Another manuscript where such 
220
 Vipera absenlem requint^absentem vocal et blando proclamai sibilo, atque ubi adventare\ 
comparem sensent, venenum evomit, reverentiam manto \ deferens vereaindata nuptmlem gratiam Tu 
mulier advemm\fenjtem de longinquo mantum contumeliis repelhs Vipera\mareprospectât, explorât 
iter comugis Tu imunis vtam\viro obstruis Tu Unum moves venena, non mas Tu con\iugalis 
ampUxus tempore dirum virus exestuas, nec eru \ besas nuptias nee reverens mantum Sed etiam tu 
mr, pos\sumus enim etiam sic acapere, depone tumorem cordis, aspen\totem morum cum hbi sedula 
uxor occurnl, propelle indy>\nationem cum blanda comux ad cantatem provocai NonXes dominus 
sed mantus, non anallam sortitus es, sed uxorem \ Gubernatorem k deus voluit esse sexus infenons, 
non prepo\tentem Redde meem studio, redde amon gratiam Vipera vene\num suumfiindil, tu non 
poles dunaam mentis deponere'' 
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a point is made is Dublin, Chester Beatty Library, Ms 29. This is yet 
another copy of Gregory the Great's Moralia in lob, and as has been 
noted previously copies of this work frequently have miniatures of the 
fall, often in an introductory initial.221 In this case the initial on f. Iv 
compares the position and actions of Adam and Eve to those of Job 
and his wife. The connection between Eve, who led her husband to sin 
and mankind to death, with the wife of Job, who tried to bring him 
from his resolute trust in God, is made. Here we see the inadvisability 
of following the counsel of a woman, or metaphorically the world and 
the senses, and the resoluteness of Job is contrasted to the weakness 
of Adam. Such works are powerful sermons against the desires of the 
world and the imperatives of the body. It is notable that in this par-
ticular miniature Eve is dealt with quite harshly. It is she, not Adam, 
who eats; the serpent brushes the hand with which she brings the fruit 
to her mouth with its tongue, and her femininity, if not her sexuality 
is emphasised by her big breasts and large nipples. In this miniature at 
least, Eve is the guilty party. There are other miniatures that indicate 
that the more lenient attitude towards Eve and often slightly sterner 
attitude towards Adam were not universal. Vienna, Österreichische 
Nationalbibliothek 2739, shows the fall, ubi es? and the expulsion on the 
versos of ff 1-3 with tituli and verse in both Latin and German, the 
Latin dating from the twelfth century and the German from the first 
half of the thirteenth.222 There is something of an anomaly on f. 2v. 
This shows the Logos confrondng Eve, who with bowed head, points 
out of the frame. This is described by the Index of Christian Art, not 
unreasonably, as 'Eve reproved by God', however the titulm above the 
miniature gives the subject as Dixit dfomijnfuji ufbij es adam. I have 
been unable to examine the manuscript itself, but offer the following 
thoughts based on photographs. There seems to have been dißerent 
in
 Gregory the Great, Moralia in lob, 4, 49. For the serpent tempted, Eve was pleased, 
Adam yielded consent, and even when called in question he refused in effiOntcry to 
confess his sin. The serpent tempted, in that the secret enemy silendy suggests evil to 
man's heart. Eve was pleased, because the sense of the ilesh, at the voice of the ser-
pent, presently gives itself up to pleasure. And Adam, who was set above the woman, 
yielded consent, in that whilst the flesh is carried away in enjoyment, the spint also 
being deprived of its strength gives in from its uprightness. And Adam when called in 
question would not confess his sin, in that, in proportion as the spirit is by committing 
sin severed from the Truth, it becomes worse hardened in shamelessness at its downfall, 
(trans. J. H. Porter, London 1844). 
222
 Hermann Menhardt, Verzeichems der altdeutschen literarischen Handschriften der oster-
reichischen Malwnalbibliothek (Berlin, 1960). 
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artists for ff Iv, and 2v. It is noticeable is that Eve's right breast on 
f. 2v seems superimposed on the flatter contours of a male breast and 
the hanging female breast seems to be by a different hand to the rest 
of the miniature, and closer to that of f. Iv. It is also possible that the 
length of the hair has been extended—there is a distinct edge at the 
neck. It is possible that this originally depicted Adam, which would be 
consistent with the titulus and with Adam indicating Eve—'the woman 
gave me and I did eat'. This raises the question of whether there was 
a patron who wanted the blame for the fall to rest squarely on Eve. It 
is noticeable too that f. Iv speaks of the serpent tempting the woman, 
but makes no mention of Adam's temptation, while the scene is the 
conflation of both temptations. 
Linked to this negative view of Eve's role are the developments in 
the creation of Eve. On occasion the creation of Adam stands for 
the work of the sixth day, but this can be followed by a creation of 
Eve, especially if there is an extensive cycle, as in the lost Warsaw, 
Narodowa, Cod. lat. F ν I, f. 6r. This Mosan manuscript, unlike the 
Ste. Geneviève manuscript, places the fall centrally, with the Logos in 
a mandorla overseeing the whole of creation above and the creation 
of Eve immediately below. While these three scenes are central, the six 
outer medallions depict the days of creation. The subsequent history 
is shown in the tangles in the rinceaux, not easy to distinguish in the 
old photographs that are the only visual record remaining of this most 
complete of Genesis miniatures. However, careful scrutiny reveals Adam 
clinging to the vines between the majestas and the scenes of the fall, 
with, on the left, from top to bottom, the sacrifice of Abel, the birth 
of Cain, and Cain's murder of Abel, and on the right the sacrifice of 
Cain, the expulsion and the covering of nudity. The eye is immediately 
drawn to the scene of the fall and links this with the creation of Eve 
and God in majesty.223 It is as if God's omniscience, his all-seeing eye, 
views the many incidents of Genesis 1-4 and sees a causal relationship 
between the creation of Eve and the fall, and the subsequent events. 
There is an increase in the incidence of the remote creation of Eve 
wherein this is effected by a Domini dextera or simply by a single figure 
of the Creator who commands the whole of creation. On occasion, 
2
" This brings to mind Vickrey's comments about Eve's vision in Junius I 1. He 
contends that Eve's vision of God in splendour is a foretaste of God at the Last 
Judgement and thus an ironic comment that would have been obvious to the tenth or 
eleventh century reader. Vickrey, "The Vision of Eve in Genesis B." 
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when the Logos is present at the creation of Eve, there is something 
closer to a Siamese twin effect, implying that Eve is the 'other side' of 
Adam. This can be interpreted in various ways that are not mutually 
exclusive, but complement each other. The obvious interpretation is 
that there is a masculine and a feminine side to mankind. The ideas 
of Claudius of Turin have already been touched upon. One problem 
with this interpretation is that if it is seen to refer to the soul, if we fol-
lowed Claudius, then both parts would be made in the likeness of God. 
This is not the case with the later twelfth century miniatures. There is 
a very clear distinction made between Adam and Eve, both in facial 
characteristics and the depictions of secondary sexual characteristics. 
The Ste. Geneviève manuscript goes the furthest by showing primary 
sexual characteristics. This can be countered by the argument that the 
artist wanted to make clear the difference between the male and female 
functions of the soul, whether this is reason and sense, or higher and 
lower reason. Such an argument elides into the second interpretation 
that man consists of both reason and senses and this is a way of showing 
this dual nature. Taking this one step further, this can be seen as the 
good and sinful sides of man. None of these interpretations contra-
dict each other and can be seen as a general idea that man has both 
a higher, rational nature, and a lower, sensory nature. The depictions 
of the fall and its results must demonstrate the consequences of the 
senses domination of reason. 
Perhaps the most startling development is one that makes a new 
link between Eve and sin. In earlier works Eve rose from Adam's side 
at the command of God, or was drawn forth by him. In the earlier 
twelfth century a number of miniatures depicted this by showing God 
holding the rib, rather in the manner of a magician's wand, while Eve 
emerged from Adam's body. As has been discussed, this can be seen 
as God removing a part of Adam. While the emergence from Adam's 
side remained the most popular method of depicting the creation of 
Eve, the element of the rib as a wand seems to have diminished, if not 
disappeared. This may have something to do with an increase in the 
remote creation of Eve, but it has other implications. The Stammhcim 
Missal shows Eve growing from Adam's rib. The shapes of Adam's 
ribs are clearly defined and from his lowest right the upper body of 
Eve grows, at the command of the Domini dextera. This is not a part 
of Adam that is removed, but one that is innate to him, but grows 
and develops a separate, if secondary, existence. The step in design to 
the creation of Eve in the Zwiefalten choir-book is not great, but not 
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without significance. A single line attaches Eve's head to Adam's body. 
What we are seeing here is not the creation of a woman, but a head; 
there is no sign that the line will develop into a body. In this case it 
must be justified to see this as Eve representing a certain way of think-
ing, of looking at things. Her body, her feminine form and sexuality, 
are ignored here, nevertheless the head is unmistakeably female. The 
danger of Eve, in this case, is not her sexual allure, but her mode of 
thought. Perhaps it may even be possible that, in choosing to show the 
head alone, the artist wanted to show her inadequacies in contrast to 
the 'complete' male form of thought and reason. The next stage in 
the development again alters the interpretation and again, physically, 
it is a small thing. In the Zwiefaltcn Savias not a line but a rope of 
flesh attaches the head of Eve to Adam, and, unlike in the choir-book, 
the hand of God commands this emergence. Simply by lengthening 
the means by which Adam and Eve are connected, and by making it 
substantial, instead of a line, the viewer sees this as a long, serpentine 
neck or body. The comparison with the fall, immediately below, seems 
inevitable. In both scenes Eve's head is held at the same angle and the 
serpent holding a fruit in its mouth echoes the cord and head above. 
To state that the ardst intended the reader to see this as Eve being 
inherendy flawed and sinful, as it were, already the temptress, is to go 
too far. That there was a connection intended between Eve and the 
serpent, is possible, given the closeness between the two expressed in 
this and other miniatures showing the fall, and the Sciutas artist already 
had the basis for his composition in that of the choir-book. Whether 
or not the artist intended to give Eve serpent-like characteristics, in the 
next decades the serpent was to develop female characteristics. 
On the whole the specific manuscripts examined here have much in 
common with the basic type. Most of them show an increased interest 
in both creation and Heilsgeschichte. Their treatment of Adam and 
Eve, too, tends to be more nuanced than earlier works. Adam is fre-
quendy shown as following Eve's lead, while she is less of a seductress 
as susceptible to the appeal of the senses. Perhaps the most important 
aspect is the way man's place in the scheme of things is depicted. 
Taking the iconographie programmes as a whole, the emphasis on 
Heilsgeschichte is very great. Man is shown as sinful and flawed; he 
rarely has a close and loving relationship with God and the Creator 
is remote and powerful, often making a contrast to the 'human' and 
suffering Christ shown in many crucifixions of the period. In fact it 
might be said that we see signs of the distinction between the Old Tes-
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lament God who punishes and the New Testament God who redeems. 
Nevertheless, there is much emphasis placed on man's continual failings 
and God's repeated forgiveness, something that is encapsulated in the 
Stuttgart initial. The miniatures are clearly intended to encourage the 
reader to work on his inner salvation, to control his sensual nature and 
distrust the dictates of the world. There is occasionally a more positive 
attitude to the relationship between man and woman, and Eve is rarely 
overtly seducdve or malevolent. Eve can best be seen as representing 
susceptibility and the dangers of the senses dominating reason. 
5. Death at the End of the Twelflh Century 
While the incidence of depictions of the fall grew in the second part 
of the twelfth century, the number of figures that can be firmly identi-
fied as death continued to decrease. The tendency for death to become 
absorbed into sin, described in the previous chapter, continued. This 
period sees no new versions of the illustrated Apocalypse, and the 
serpent at the foot of the cross almost disappears. Adam can still be 
found there, but is more often alive, as a symbol of the redemption. 
Mors is by now almost always a demonic creature that is in no way 
differentiated from other devils. Even the dragon becomes ever closer 
allied with Satan, as can be seen in the two manuscripts from Zwiefalten 
that were discussed in the previous section. In these Lucifer is shown as 
the dragon, presumably relating to Revelation \2:9'n[ and 20.2;223 thus 
as Lucifer becomes, at this first stage of Heilsgeschichte, the serpent or 
dragon, the distinction between the dragon as a symbol of death has 
become blurred with that of Satan as a symbol of sin. The already 
close connection between sin and eschatological death is increased to 
the extent that the latter has virtually disappeared. I know of three 
notable exceptions to these general remarks in which wc find Adam 
as a corpse at the foot of the cross, a serpent under the cross and a 
demonic creature clearly labelled 'Mors.' All three are German manu-
scripts. The Adam is to be found in the Hortus Dehciarum crucifixion, 
ln
 et pmectus est draco ilk magnus serpens anhquus qui vacatur Diabolus et Satanas qui seducil 
universum orbem proiectus est m terrant et angelt eius cum ilio musi sunt. 
·
i
-'
,
 et adprehendit draconem serpentem antiquum qui est diabolus et Satanas et ligavit eum per 
annos mille. 
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the serpent in Salzburg, Sankt Peter Stiftbibliothek, Ms. A.X.6, f. 222v 
and the demonic Mors in the Stammheim Missal. 
5.1 The super aspidem Motif 
Versions of a figure trampling a beast conünue to appear, but are per-
haps less numerous than in the previous half century. Dragons remain a 
constant factor in initials, but in many cases their use is decorative with 
little or no specific meaning beyond a general idea of sin, whether they 
are autophagic, attacking each other or simply coiled around the letter. 
One of the figures that is found actually trampling a beast developed 
into the well-known motif of the Virgin trampling a serpent. In this case 
Mary stands on a lion on f. 84v of St. Orner, Bibliothèque Municipale 
Ms. 12 II, a late twelfth century copy oïMoralia in lob. This comes from 
St. Bertin, and Porcher finds traces of Byzantine influence in the iconog-
raphy of the manuscript, basing his opinion on, 'Des arbres exotiques, 
des palmiers exactement semblances à ceux que l'on dans les peintures 
grèques...'226 However, this is not really evident on f. 84v. The Virgin 
is shown crowned and nimbed, with the lion at her feet and the Holy 
Spirit in the form of a dove, bearing a scroll swooping down towards 
her. Here Mary can be seen as the vehicle by which the victor who 
defeated sin and death came to the world. Of additional importance 
in this miniature is the medallion held by the Virgin, depicting Job 
holding two swords. The implications of the sword held by Job have 
been discussed in the previous chapter. The message of this miniature 
is not only the possibility of salvation for the ordinary Christian trying 
to follow God's ways, but also the effectiveness of the intermediary and 
possibly intercessory powers of Mary, bearing in mind that the cult of 
the Virgin was of ever increasing popularity. 
5.1.1 The Sankt Peter GospeL· 
On f. 222v of the Gospel Book of Salzburg, Sankt Peter, Stiftbibliothek 
Cod. A.X.6 there is a miniature of the deposition, (fig. 71) Within a 
simple architectural framework the dead Christ is lowered by two men 
standing on a ladder, while Mary and John, both pearl nimbed, hold 
cloths spread between their hands. The cross itself is fairly plain, with 
a large notice above and a suppedanium, under which a serpent coils. 
Porcher, L'enluminure fiancaise, p. 34. 
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The serpent itself is mottled and light-bellied and seemingly in its 
death throws, with its head twisted back and its mouth open. There 
is no scenery and even the relationship to the architectural frame is 
minimal: John's feet rest lightly on the base of the frame, while Mary 
seems to be suspended in space. The ladder on which the men stand 
slants across the page, but does not seem to rest firmly on the columns 
at each end. Swarzenski, on the basis of the privileges mentioned at 
the end of the codex, dates the manuscript as being from the second 
half of the twelfth century at the latest, and finds it a rare type.227 He 
comments that its diflference to the general works of the south German 
type is best seen in the deposition miniature,228 but pays little atten-
tion to the iconographie aspects, saying merely, 'Die Anbringung der 
Schlange am Kreuzfuss, der ober Querbalken mit Inschrift, das Fehlen 
van Sonne und Mond ist ze erwähnen, ergibt aber keine besonderen 
Schlüsse.' The miniature has a degree of abstraction that is in many 
ways commensurate with the choice in the iconographie programme 
to show the deposition, but not the crucifixion. The surface qualities of 
Ottonian miniatures live again here, and by placing the subject against 
the simple gold background the viewer is invited to contemplate what 
is happening in its theological rather than any historical context. The 
death of Christ is presented isolated from time and place and is thus 
rendered both eternal and universal. The viewer is confronted by the 
fact of the physical death of Christ, which could be, to all appearances, 
the lowest point of the passion cycle. This is no triumph, no victorious 
sacrifice, but the harsh reality of death. In this sombre picture there are 
two points that must be noted. The first is the dying or dead serpent 
that gives another dimension to the fact of Christ's death. The defeat 
of eschatological death is symbolised by the dying serpent under the 
means of this defeat, the dead body of Christ. This reverses the mes-
sage of Christ's death: not defeat but victory in defeat. Only by Christ's 
physical death can the eschatological death of mankind be cancelled 
and rendered impotent. The second element to add to the interpreta-
tion is the ladder. While ladders are frequendy shown in deposition 
miniatures, these are usually propped against the cross. Here the lad-
der reaches from the bottom left hand corner to the top right hand 
n
' Swarzenski, Du Salzburger Malerei van den ersten Anfangen bis zur Blütezeit des Romanischen 
ShL·, p. 31. 
"" Ibid., p. 36. 
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corner, and the men on it seem to float there rather than being firmly 
anchored on the rungs. The thoughtful reader, and surely any monk 
of St. Peter's would come into this category, and would be instantly 
reminded of the ladder connecting earth to heaven.229 Christ death is 
in fact the ladder by which mankind can ascend to heaven. By adding 
the ladder in just this way a change in emphasis has been made; from 
Christ's defeat of death and sin, the reader is invited to contemplate 
his own possibilities of heaven. 
5.1.2 Tours, Bibliothèque Municipale, Ms. 193 
Perhaps the most significant change in the serpent at the foot of the 
cross is to be found on f. 70r of Tours, Bibliothèque Municipale Ms. 
193. (fig. 72) This sacramentary, probably made in the St. Martin 
scriptorium for the abbey's own use and dated 1170 1180, has two 
full page miniatures and numerous decorated and historiated initials. 
The miniature of f. 70r is a full-page depiction of the crucifixion. At 
first glance this varies very litde from many others. It is richly coloured 
and against the gold panels Sol and Luna, Mary and John look on the 
dead Christ. This is an emotive crucifixion, with Christ's eyes closed, his 
body slumped and twisted and traces of blood coming from his wounds. 
Mary clasps her hands to her breast, while the young and beardless 
John holds a book in his covered left hand, his right held high. John's 
role here is clearly the witness who sets the truth in writing. There is 
no suppedaneum, no chalice, no skull at the foot of the cross. However, 
a litde to the left is a small figure, who is in the position that is some-
times used for the dead rising from their graves. On closer examination 
it can be perceived that this figure holds a rod, about which twines a 
green serpent, open-mouthed. This is Moses with the brazen serpent 
that cured all those who looked upon it after being bitten by snakes. 
The reference here is to John 3:13-18: 
nemo ascendit in caelum nm qui descendit de caelo Filius hommess qui est in caelo 
14. et sicut Moses exaltavit serpentem in deserto ita exaltan oportet Filium homi-
ness 15. ut omms qui credit in ipso non pereal sed habeat mtam aeternam 16. sic 
emm dikxit Deus mundum ut Filium suum unigenitum daret ut omnh qui credit in 
eum non pereat sed habeat vitam aeternam 17. non enim mint Deus Filium suum 
in mundum ut iudicet mundum sed ut sahetur mundus per ipsum 18. qui credit in 
eum non iudicatur qui autem non credit mm mdicatus est quia non credidit in nomine 
unigeniti Filli Dei. 
The use of ladder imagery will be discussed later 
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This miniature takes the serpent a step further than the Sankt Peter 
manuscript, not a symbol of defeat, but of victory. The serpent of the 
defeated death has been transformed into a symbol of eternal life. From 
being the enemy of God and man, the serpent now represents God. Just 
as Moses, on God's instructions, raised the image of a brazen serpent 
and cured the recalcitrant Israelites who had been bitten by the snakes 
sent by God to punish them, so now Christ can avert eternal death for 
those who look upon Him, recognize Him and follow Him. 
5.1.3 Hortus Deliciarum 
The Hortus Deliciarum crucifixion was to be found on f. 150r. (fig. 73) 
This is a complex scene augmented by inscriptions and containing 
more elements than were usually found in crucifixions of this period: 
the Virgin and St. John flank the crucified Christ, as do Longinus and 
Stephanus and the two thieves. Other common elements of the scene 
are also present, the eclipsed sun and moon, the torn veil and the 
dead rising from their tombs. This last aspect has perhaps more than 
a narrative intention. The eschatological significance is heightened by 
Ecclesia and Synagoga, both of whom are mounted. Synagoga, her 
eyes covered to show her blindness to Christ's divinity, rides an ass, 
carries a sacrificial lamb and has let fall her banner. The crowned 
Ecclesia is mounted on an apocalyptic beast having the four heads of 
the tetramorphs symbohsing the evangelists.2'0 Her banner is held high 
and she holds a chalice to catch the blood from the wound in Christ's 
side, clearly an allusion to the Eucharist. It is particularly in reference 
to this that we must look at the risen dead. They are to the right of 
Christ, direcdy under Ecclesia. Immediately below Christ and extending 
to under the head of Synagoga's ass is an open grave that is clearly 
labelled Supulcru[m] ade. The Hortus crucifixion is unusual in that it 
shows Adam as a complete skeleton, not just a skull. The inscription 
refers to the tradition of Adam's burial at Golgotha but gives Jerome 
as the authority -Iheronimus referfat] qfuojd adam sepultusfeurit ifnj calvaris 
ubi crucifixus est dominus. The positioning of the three sarcophagi and 
the fact that the risen dead are whole and healthy, while Adam is no 
more than a skeleton and does not take part in the resurrection makes 
an eschatological rather than a narrative reading of this illustration 
feasible. The death of Herrad's work is still the spiritual death, the 
The beast's feet also symbolise the evangelists. 
522 CHAPTER FOUR 
consequence of Adam's transgression, here defeated by Christ, but 
perhaps less shocking than the Angers head of Adam. The inscription 
gives a geographical nuance to the eschatology implicit in the placing of 
the skeleton and the risen dead. This also gives a different relationship 
between Adam and the crucified Christ. In the Angers manuscript the 
cross bores through the head of Adam, giving a violent aspect to the 
victory of Christ. Adam is death, the enemy who has been defeated 
and is now crushed beneath the feet of the victor. The Hortus scene 
takes a step back from this: it is the fact of Adam's death, and thereby 
human mortality, that has been defeated. Adam signifies the fate of man 
under the old law doomed to die, while the new law under Ecclesia 
gives eternal life. The three figures have died physically, but now in 
the shadow of the Church and recognising Christ, they have eternal 
life. This is the theme of the whole miniature emphasised by the direc-
tion of the gaze of the two thieves and the drooping stumbling gait 
of Synagoga's ass. Christ's death as a part of God's plan for man's 
redemption is visualised in the Divine Fisher miniature. In this Christ 
cannot be said to be trampling on the dragon-like Leviathan, but his 
victory lies in his successful role as bait. In the Citeaux Moralia in lob 
Behemoth is viewed as a symbol of death: here the Leviathan, with a 
closer regard for the text of the Book of Job, is seen less as a symbol 
of eternal death than a synonym for the devil. Not only is there the 
reference to the Book of Job, in which it is stated that only God can 
defeat the Leviathan, but the 'bait' of the crucified Christ refers to 
the legalistic theological arguments of the rights of the devil to man 
discussed in the previous chapter. As in the two Zwiefalten manuscripts, 
the dragon loses his death symbolism to that of the devil. 
5.2 The Harrowing of Hell 
Death vanishes, too, in the harrowing of hell scenes. Perhaps a last 
echo of a death whose lineage goes back to the Utrecht Psalter can be 
found on British Library, Ms. Arundel 157 f. l l r that has a full-page 
miniature with the three Marys at the tomb in the upper register and 
the harrowing of hell in the lower, (fig. 74) Christ leads a series of 
naked souls from a hell mouth; one soul, caught in the mouth of the 
demonic creature at the back, reaches out his hands imploring salvation. 
This demonic creature is inside the hell mouth, grasping at those souls 
leaving, and it is very reminiscent of the Utrecht Psalter's descendents' 
depictions of death. It is certainly monstrous and clutches souls to its 
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bosom in the same way that the death figure in earlier works of the 
family did. The idea of torture is given not only by the demonic aspect 
but by the fact that a figure is held in the creature's mouth. Outside the 
hell mouth is a bound demon speared by Christ's lance. The binding 
and the fact that he is not under Christ's feet would seem to indicate 
that this is Lucifer. A close examination of the bound figure and the 
homophagic figure reveal that they seem to be identical in every way, 
other than size. The distinction between death and the devil is visually 
so close as to be no longer existent. British Library, Ms. Royal D. x, 
f. 7r reverses the subject matter of the upper and lower registers and 
the differences, though slight, are significant, (fig. 75) In this miniature 
the gates of hell have been broken open and Christ, holding a bannered 
crux has tata, leads only Adam and Eve from a hell mouth; the figure in 
the mouth of the homophage is facing away from Christ, so that his 
outstretched arms are no longer a supplication, and there is no chained 
figure at Christ's feet. These are points that give rise to the question as 
to whether this can really be regarded as depicting death. Since one of 
the most constant factors of the earlier harrowing of hell depictions is 
that Christ tramples on death, in accordance with the Gospel of Nico-
demus, and this is not the case here. Nor does Christ strike a blow at 
the monster. The miniature could be interpreted as Christ leading the 
part of mankind deserving redemption, represented by Adam and Eve, 
from hell, but those left in the clutches of the devil are condemned to 
remain in eternal torment. This reading is encouraged by the fact that 
in the Arundel manuscript the fires of hell are quenched, but burn 
brightly in the Royal miniature. The fact that the demonic figure is 
itself in the hell mouth supports the conclusion that in this miniature 
death has elided into the devil. A further step in this direction can be 
seen on f. 9v of Amiens, Bibliothèque Municipale, Ms. 19 that shows 
in the upper register Christ rising from his tomb, draped in his wind-
ing cloth and a bannered crux hastata in his hand. The lower register 
depicts the harrowing of hell with a now dressed Christ leading forth 
the naked souls. At his feet, but not really under them, is a chained 
demon, black, horned and clawed. The chaining points to this being 
Satan, and while a small hooked-nosed devil perches on a mound, there 
is no indication that this could be regarded as a personification of death. 
The same comments apply to Vienna Nationale Bibliothek, cod 1244 
f. 189r, upper register and Afschaffenberg, Ms. 21, f. 59r. On f. 34r of 
Bourges, Bibliothèque Municipale, Ms. 37, made in the third quarter 
of the twelfth century by and for St. Berlin, Christ rises from his tomb 
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and spears a dark figure lying next to it. This figure is very worn, but a 
naked, hairy body with wings and a tail can be discerned. There is no 
doubt that this is Christ's victory, but is the dark figure death or the devil? 
It would seem that once again the two are combined. The removal of 
death from the harrowing of hell scenes is shown even more clearly on 
f. 131r of Paris, Ste. Genevieve Ms. 56. (fig. 76) This northern French 
manuscript, probably made for the abbey of St. Eloi, contains Petrus 
Lombardus' commentary on the Psalms and was made some time in 
the second half of the twelfth century. The initial on f. 131 r conflates 
the two scenes in the Amiens manuscript and shows Christ, again in 
a winding sheet and with bannered lance, rising from his tomb. This 
time a hell mouth is situated at the end of the tomb and, while an 
angel looks on, Christ leads the naked figures out of the horned head. 
No figure lies at Christ's feet. If he can be said to trample on death 
here it is the tomb that represents not a spiritual but a physical death. 
This is emphasised by the devil on the left, shaggy, horned and clawed. 
He scratches his head in puzzlement indicating this refers to the idea 
that he was 'tricked' into claiming an innocent soul, and thereby lost 
his claim to mankind. Christ's triumph is over physical death, since he 
was never subject to spiritual death, and over the devil. 
5.3 The Anthropomorphic Death 
5.3.1 The Stammham Musai 
This period sees the almost total eclipse of the anthropomorphic death. 
To my knowledge there is only one manuscript in the area under con-
sideradon that has a figure clearly labelled Mors. This is to be found in 
the crucifixion miniature of the Stammheim Missal, f. 86r. The complex 
iconography of this work and its highly abstract and theological char-
acter has already been mentioned. It is worth comparing this miniature 
with the crucifixion in the Uta Codex, since there are many points of 
similarity, not least in the eschatological and symbolic significance of 
the miniatures, (figs. 77, 78) 
The similarities in overall layout are apparent, but in the later work 
room has been made for the historical figures of Mary, John, Stephan-
ton and Longinus. The dead rising from their graves and the torn veil 
of the temple have been replaced by a nimbed young man treading 
grapes and flanked by two nimbed figures, asking why his robe is red. 
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He replies, 'I have trod the winepress alone.'211 In the older manuscript 
the risen dead and the torn veil give the victory of life over death, and 
the new law over the old law. The larger figures and more prominent 
positions of Vita and Mors give them greater emphasis than Ecclesia 
and Synagoga, stressing the message of the victory over death. In the 
later work Ecclesia and Synagoga are still half-length figures, Ecclesia 
nimbed and Synagoga wearing a Jew's hat. They are both placed above 
the arms of the cross, over which an angel holds a scroll that emphasises 
the redemptory and merciful character of the scene. Vita and Mors are 
shown as heads in the two half medallions that are found at the ends 
of the arms of the cross, ululi making this clear. Death is no longer 
trampled at the foot of the cross but is placed so that he is not just a 
contrast to life, but his position in regard to her gives an adversarial 
character. There is a possible connection between the position of Mors 
here and the occasional depictions of the devil at the crucifixion. This 
latter refers to the legend that the devil, having heard rumours that 
Christ was the Son of God, wished to assure himself of Christ's human-
ity by witnessing His death, before claiming His soul.212 Nevertheless, 
we can say that death is symbolically trampled by the youth in the 
grape vat. His action refers to Isaiah 5 in which a vineyard is likened 
to the wrath of God. This passage was frequently seen as referring 
to Christ's victory and the destruction of the old law, which in itself 
was a promise of eternal life. Thus the figure at the foot of the cross 
is no longer a defeated death, but a symbol of Christ's victory. This, 
and especially its connection with Ecclesia, could be considered very 
appropriate for the miniature that introduced the Mass, connecting, as 
it does, Christ's blood in his death with the Eucharist wine. Another 
link between the Stammheim and Uta miniatures exists. The implicit 
link between the lion-headed bud of the cross that attacks death in the 
Uta Codex and the line from Phymlogus—0 mors, ero mors tua; morsus tuus 
ero, infernus' has already received comment. In the Stammhcim Missal 
this is made explicit since these words are inscribed on the scroll looped 
over Christ's arms. 
211
 Teviotdale, The Stammheim Missal, p. 65. 
212
 C.W. Marx and M.A. Skey, "Aspects of the Iconography of the Devil at the 
Crucifixion," Journal of the Warburg and Courtauld Institutes 42 (1979), David L. Wee, 
"The Temptation of Christ and the Motif of Divine Duplicity in the Corpus Christi 
Cycle Drama," Modern Philology 72 (1974). 
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Two aspects difier notably in the century and a half between the 
works. The first is that, despite its generally unemotional tone, the 
Stammheim Missal makes more appeal to the human side of the reader. 
The crucifixion is shown not just as a mystical, but also an historical 
event. The Uta Codex isolated Christ on the cross among symbols of 
prophecy and theology, and while the Missal also makes use of these 
symbols, it makes use of the historical and human aspects of the cruci-
fixion. By showing these Mary and John, Stephan ton and Longinus—it 
makes identification with the event easier. The reader of the Uta Codex 
was invited to contemplate theological truths in the abstract sense; the 
reader of the Stammheim Missal is invited not only to contemplate 
these truths, but to partake in spirit in the event depicted. The Uta 
Codex shows Christ triumphant, priest and king, but the Stammheim 
Missal shows Christ's triumph in his death. With the sorrowing Mary 
and John the reader witnesses the slump of the lifeless body, the gush 
of blood from hands and feet and sees the thrust of Longinus spear 
in Christ's side. The miniature says that it is from these elements that 
Christ victory is made, and the theological truths that are depicted in 
abstract form around the central scene spring from this one truth that 
is both human and divine. The second aspect that shows a change 
in attitude can be seen in the absence of the instructions that are so 
central to the Uta Codex. There is no lack of titilli in the Stammheim 
Missal crucifixion, but, in keeping with the general trend of the work, 
these emphasise the fulfilment of prophecy. The Uta Codex held out 
the hope of salvation for those who strove to be worthy of Christ by 
faith and good works. The Stammheim Missal regards salvation almost 
a given fact. Man can be saved and man will be saved. This is shown 
in the way Mors is depicted. He is no longer a weak and defeated 
human creature, a possible door to eternal life, but a bestial figure. He 
is death in the eschatological sense, but has absorbed so many demonic 
characteristics that death equals devil. His face is black, his broken nose 
turns up in a hook at the end, his eyes bulge and his large mouth is 
filled with huge teeth. His peaked hair, so like that shown on demons, 
is red, perhaps linking him as Jewish to Synagoga above him. He is a 
symbol of the damned, of sin and unbelief, of those outside the pale 
of the Christian world and the realm of the saved. 
5.3.2 The Parisian Psalter 
The absorption of death into the fully demonic can be demonstrated 
by comparing the illustration to psalm 1 in the Parisian Psalter, Paris, 
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Bibliothèque Nationale, Ms. lat. 8846 with that in the Utrecht Psalter, 
Utrecht, Universiteitsbibliotheek, Ms. 32. The Parisian Psalter is often 
called the youngest of the copies of the Utrecht Psalter, and while to 
call it a copy is misleading, a number of the miniatures replicate the 
iconography of the Utrecht Psalter, however different the style. Psalm 
1 has all the iconographie elements found in the earlier work. (figs. 79, 
80) At first glance there appears to be little in common between the 
two miniatures, but the Parisian Psalter mirrors the groups found in 
the ninth century work. However, the differences are not only stylistic 
but each element has been changed, giving a very different reading to 
both part and whole. The two earlier 'copies' of the Utrecht Psalter 
have already been discussed and it has been noted that death grew 
progressively more demonic. With the Parisian Psalter it is very doubtful 
we can still call any of the figures death. 
To consider the altered meaning of the miniature as a whole we can 
best compare the individual elements, noting how the later work differs 
from the earlier and investigating what the alterations imply. Despite 
the different format, the Parisian Psalter puts each of the elements in 
the same position as regards the whole. In the upper left hand corner 
of the Utrecht we see within a small temple the beatus mr studying the 
word of God, protected and encouraged by an angel. In the Parisian 
Psalter the temple has been gready expanded and the figure is no longer 
studying, but teaching, for this is not the psalmist, but Christ who holds 
open the book to instruct the reader. There is no doubt that this is the 
word of God given to man by Christ since he writes in the book. The 
importance of this can be seen when considering the next main ele-
ment, the two disputing figures upper centre. In the Utrecht they point 
to two different ways of life, that of the blessed man who studies the 
way of God and that of the scornful man on his throne, surrounded 
by the unrighteous and advised and urged on by the serpent-entwined 
devil behind his throne. In the Parisian Psalter the two men have been 
replaced by a cross-nimbed Christ and Synagoga with sol and luna 
direcdy above them. Christ points to the previous scene while Synagoga 
points to the following group. This makes clear that the law referred to 
the new law and links the old law and Judaism with the ungodly and 
unrighteous. The proud man's followers are no longer the armed men 
that would have been those of a lord's household in the ninth century, 
but a group of clients, offering gifts. Where the angels next to Christ 
serve and support him, the devil behind the throne of the scornful 
man capers and urges him on with fire, the incentive coming from the 
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demon. Even the idyllic scene of the river god and the tree bringing 
forth its fruits in season has a dark undertone. The litde god no longer 
sits at his ease, his urn gushing forth water, but he is transformed into 
a man stumbling and falling, his arm caught in the branches of the 
tree. The head of the zephyr no longer blows gendy on the scene of 
prosperity, but gusts mightily, bringing forth ice against a dark ground. 
Where the pleasant river of the Utrecht ceases before it comes to the 
group being forced to the pit of death, the river of the Parisian con-
tinues and bears up the head of the monster that forms a hell mouth. 
There the various figures await their fate or are forced into the flames 
by a trio of bestialised demons. Those in the hell mouth writhe in the 
flames and are crushed under the demons' clawed feet: the next victim 
is speared with a boar spear preparatory to be dragged into the pit. 
Unlike the three earlier versions there is no figure in the pit, no death 
to hold them in his embrace. The only figure that could possibly be 
death is the larger, dark and winged demon, but there is nothing to 
indicate that he is anything other than a devil, perhaps Satan himself. 
In fact this devil, apart from the wings, bears a striking resemblance 
to the devil of the second temptation of Christ on f. 3r. The message 
of the Parisian Psalter's has changed from the exposition of choice to 
the depiction of a threat. What is more, the 'scornful' is identified as 
not only ungodly but also Jewish, or at least the old law is portrayed as 
the way to damnation. The reader is shown less of a choice and more 
a vision of what will befall all those who do not follow God's word. 
The reader cannot identify with the blessed man, or only to the extent 
that he can see himself as a follower of the teacher portrayed. Nor is 
he offered the reward of the prosperity mentioned in the psalm. This 
miniature is all stick and no carrot, but there remains the implication 
that even if no reward is shown, salvation is there for the reader in the 
form of the Christ figure. 
5.4 The Fight fir the Soul 
The previous chapter discussed the numerous initials that depicted man's 
struggle with his lower self, the fights with monsters and semihomines. 
The same subject is found in this later period, but there are signs of a 
shift in emphasis. There is a shift from the soul fighting itself to that of 
the soul losing or winning. While there are still those who are fighting a 
continuing battle there are also monsters that can become demons that 
are not striven against, but claim the erring soul. This can be seen in 
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the initial on f. lOr of Valenciennes, Bibliothèque Municipale, Ms. 501, 
a life of St. Amand, made at and for the abbey that bears his name. In 
the upper right-hand corner we find a man trying to cling to the vines 
while a naked demon with horns and claws drags him away by his hair. 
The emphasis has shifted from the soul fighting the lower tendencies 
in itself to the fate of one who has not struggled sufficiently. Perhaps 
the same can be said of the initial Τ on f. 71 v. of Tours, Bibliothèque 
Municipale, Ms. 193. The significance of the serpent in the crucifixion 
miniature has already been discussed, but on the verso of the succeed-
ing folio another type of serpent acts as a threat to man. The reader 
sees immediately the implied cross with the bust of Christ, but here 
Christ is the Judge holding a book, rather than the Redeemer. At the 
bottom right a man tries ineffectually to hold off a serpent. The man 
is entangled not with the rinceaux of the world, but with the serpent 
of sin. The serpent makes a loop round his waist and pulls him off his 
feet. In the initials of Verdun, Bibliothèque Municipale, Ms. 70 men, 
clothed and naked, struggle with dragons and other monsters, but they 
seem to be losing the fight, and there is sometimes a sexual tint to these. 
On f. 26v the straddling of the beast implies the nature of the sin, as 
does the monster savaging the buttocks of the man on f. 54r. Another 
aspect of what could have been regarded as sinful, is demonstrated by 
two Vendôme manuscripts, Bibliothèque Municipale 23 and 61. In these 
the sexual aspect is still apparent in the vines twining between the legs 
of the men, but these vines can also either enter of leave the mouth 
or ear, implying the dangers of evil words or counsel, (fig. 81) 
In these initials the subject is less that of a fight within the soul than 
that of the fate of the soul that has lost the fight for virtue. While the 
initials that still depicted the fight within the soul continued there was 
an increasing tendency to use another form of imagery for this. This 
can perhaps be traced back to the Uta Codex with its instructions for 
the reader written on the cross, informing her how she could best follow 
God and reach heaven. The image of the tree that stretches from earth 
to heaven is an old one and, as in the fourth century verse De Pascha 
and in Hrabanus Maurus, the cross was identified with the cosmologica! 
tree, giving access to heaven. A second theme is that of the ladder in 
Jacob's dream on which he saw angels ascending and descending. Again 
this is a connection between heaven and earth, and much of the ladder 
imagery of the later twelfth century is concerned with this idea of how 
the Christian can reach heaven. A manuscript in Douai, Bibliothèque 
Municipale, Ms. 372, a miscellany copied by Sigerus of Anchin some 
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time after 1165, contains St. Bernard's Degradibus kumilitatis et superbiae.m 
The illuminator is known as the Master of St. Gregory the Great and 
on f. lOOr he prefaces St. Bernard's treatise with a version of Jacob's 
ladder. In many ways this could be a very suitable choice to visually 
introduce this work on the stages of humility whereby the Benedictine 
monk could work towards perfect humility, and thus towards heaven. 
However, the Master of St. Gregory the Great expands on the text of 
Genesis 23:12—viditque in somnis scalam stantem super terram et cacumen illius 
tangens caelum angelos quoque Dei ascendentes et descendentes per earn. In the Bible 
text there is only mention of angels ascending and descending and no 
moral lesson is drawn from this. In the Middle Ages it was considered 
a metaphor for the soul's attempt to reach God, and Bernard himself 
mentioned Jacob's ladder in the stages that a monk must go through 
to achieve closeness to God. Bernard mentions, too, the failings fre-
quendy found among monks. Perhaps the second part of the tide of 
Bernard's work—superbiae—was the impetus for the Gregory Master to 
depict a metaphorical fight for the soul. Two tables on the left of the 
page give the twelve stages of both humility and pride while a pictorial 
interpretation of this is on the right. Christ, flanked by Saints Bernard 
and Benedict of Aniane, reaches out to take the hand of the angel at 
the top, claiming him for his own. The angels on the right side of the 
ladder do not descend but fall headlong and waiting for them below is 
the devil that not only grasps the hair of the lowest, but wields an axe 
in his right hand, threatening to cut down the ladder. This is more than 
the fall of the rebel angels as described by Smeyers. Lucifer does not 
fall, but is a given, the evil that awaits those who, in this case, lack the 
humility to succeed. In the context of Bernard's work, the dark figure 
at the foot of the ladder is damnation. Damnation and eschatological 
death can be regarded as one and the same, but now the emphasis 
has changed from the absence of God to the horrors of hell. Whereas 
death in the ninth century miniatures received his prey, was confined 
and limited, the devil is now an active force trying to prevent the soul 
from reaching God. Not only does he await those who fall, but his axe 
threatens to destroy the means of ascent. 
The idea of a ladder leading to heaven, the rungs of which repre-
sented various stages, became popular. The ladder in the Hortus Deli-
233
 Smeyers, Flemish miniatures from the 8th lo the mid-J6t/i century: the medieval world m 
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cianum is well-known: various classes of people, with the emphasis on 
the clergy and regular orders, attempt to scale the ladder to heaven, 
but only Cantos succeeds in reaching the top where she receives the 
corona vitae from the hand of God. The temptations to which the other 
orders are most susceptible are explained in the Muli, and below the 
dragon awaits those who fall. The titulus by Cantos explains that she 
symbolises all those who, with the help of the angels, reach heaven. 
The protecting angels are shown as well as the attacking devils. The 
question as to whether the dragon at the foot of the ladder can truly 
be regarded as a visual representation of death is complex. Since the 
dragon can be seen as the opposite of the crown of life, then it would 
be reasonable to consider that this is indeed a symbol of eternal death. 
However, the titulus assures us that those who have fallen are not lost 
forever, but, if truly penitent, may attempt the ascent again. Bearing 
this in mind, I am of the opinion that the opposition life/death, if it 
can be said to be there, is subordinate to the antithesis virtue/sin. Such 
a conclusion is supported by the great role played by Psychomachia in the 
Hortus Deliciarum iconography. Ladder symbolism can be found in the 
Zwiefalten Scivias on f. 156r that shows a strong resemblance to that 
in the Sankt Peter crucifixion discussed above, and on f. 176v where 
busts of the Old Testament patriarchs and prophets rest in the rungs 
of the ladder leading to a dove with a branch in its beak. The same 
sort of ladder imagery was used in a copy of St. Augustine's De cwitate 
Da, Boulogne-sur-Mer, Bibliothèque Municipale, Ms. 53, f. 73r, made 
at St. Berlin in the late twelfth century, (fig. 82) Here the ladder can be 
said to link the city of God with the consequences of being a citizen 
of the world. The heavenly city is shown by its walls that are patrolled 
by armed angels; in the middle sits Ecclesia, crowned and holding an 
empty scroll and flanked below by two angels. On the outside of the 
ladder there are five half medallions on each side, nine of these con-
taining an angels. On each rung of the ladder are two groups of the 
elect, with tituli giving their status—patriarchs and prophets at the top, 
then apostles and martyrs and lasdy confessors and virgins. The lowest 
rung of the ladder represents the world to which Christ has come to 
pass judgement on the last day, with above it the titulus VLTIMVUM 
IVUDICIVM DEI. In the centre, standing on the curved base of the 
ladder, is Christ, bearing scrolls in both hands—one directed at the 
BENEDICn, the other at the MALEDICTI. These groups stand on 
either side of him. Above the group of the blessed hovers an angel to 
lead them to heaven. A second angel hovering above the damned holds 
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the instruments of the passion. It is possible that the crown held by 
this angle caused Smeyers to believe that Christ was bestowing crowns 
on the blessed.234 However, a close examination shows that this is the 
crown of thorns, which fits with the lance and nails held by the angel. 
The damned are led through an open door at the bottom of the lad-
der from which flames emerge and gives onto the tenth medallion in 
which two demons tug the chain that binds their charges. Attached to 
the base of the ladder are three chains that bind the feet, hands and 
neck of a devil that lies under it on a bed of flames. He has a tail, 
and is dark and hairy with flames issuing from his mouth. While Christ 
stands above this figure, the chains make it clear that this is Satan. 
The antithesis here is between Ecclesia and Satan and while these two 
can be said to represent eternal life and eternal death, those aspects 
have become submerged in those of virtue and sin. It is an interesting 
point that there are considerably more blessed than damned. Only 
four figures, including one who wears a tonsure, are led off to hell, 
whereas the ranks of the blessed are made to appear to stretch back 
and beyond the frame of the ladder. It can be said, perhaps, that this 
gives an optimistic vision. Since the lowest scene is labelled the last 
judgement of God, this implies that the majority, of Christians at least, 
will be ranked among the saved. 
5.4.1 British Library, Ms. Arundel 44 
Perhaps the most completely thought-out ladder-type imagery is to be 
found in London, British Library, Arundel 44. This is a copy of Conrad 
of Hirsau's Speculum Virginum made in Hirsau or Freising probably some 
time between 1150 and 1175 for the abbey of St. Mary, Eberbach. It 
contains a tree of vices, f. 28v, a tree of virtues, f. 29r, a scheme of 
the differing rewards of the married, the chaste and the virgins, f. 70r, 
a cross with the virtues, f. 83v and a ladder of virtues on f. 93v. These 
miniatures bring together a number of themes connecting death and 
sin. These have been described as 'a proto-garden of virtue,'233 and 
the tree of vices must immediately put the reader in mind of the fall, 
(fig. 83) Here two serpents twine around the tree on which the main 
vices grow and seed themselves with lesser vices. The tree grows from 
™ Ibid., p. 79. 
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the head of Superbia and reaches up to Luxuria. The figure at the top 
is flanked by two dragons, and the fruits that sprout from this figure 
are labettedfiuctis carnis and include fornication. The figure is somewhat 
ambiguous. Luxuria was usually depicted as a female with long flowing 
locks, prominent breasts and frequently entwined with serpents, but 
this figure seems to be more masculine, not only in the small breasts 
and short hair, but in the features and pose. Perhaps the explanation 
lies in the titulus above—verfetj AdafmJ; the shame of Adam lies in his 
propagation of carnal sins. In this diagram pride is the root of sin, 
but the sins of the flesh are the summit. The interpretation of this 
figure as Adam is supported by the tree of virtues on f. 29r that is very 
similar in form. At the top of the tree Caritas is again named, but not 
shown as the usual female figure, instead there is a half-length Christ, 
the ultimate symbol of Perfect Love. On f. 83v much the same theme 
is worked out, but allying it ever more closely with Christ's death on 
the cross. Christ himself is above the cross, which takes the form of a 
ladder, and reaches down to clasp the arms of the virtues who reach 
up to him. Below L·x holds a book and sword. At the base of the cross 
curls a dragon. Once again the opposition with the virtues makes the 
interpretation of this as sin more likely than death. The lessons of the 
previous miniatures are summed up in that on f. 93v. Here again Christ 
is at the top of the ladder, in himself the reward for which the nuns 
struggle upwards. A gross dark figure hurls swords down at the nuns 
below him, two of whom spear a dragon through the throat. Without 
the context, without the emphasis throughout the work on the virtues 
and the way in which they furnish a way to Christ and heaven, the 
dragon could be read as death, but given both Conrad's text and the 
previous miniatures, it must be regarded as the draco ilk magnus serpens 
antiquus qui vacatur Diabolus et Satanas. 
A miniature very similar to the ladder of virtues in the Arundel 
manuscript is to be found in a Regensburg manuscript dating from 
roughly the same period, Munich, Staatsbibliothek, Clm. 14159, f. 6r. 
This is a version of Hrabanus Maurus' De laudibus sanctae cruces, but 
the tituli are based on the Speculum virginum and make clear that this 
represents the struggle between the flesh and the spirit. Significantly the 
three virtues here labelled as Ratio, Sapientia and Spes are called 'Totus 
Homo'. On f. 5r of the same work scenes of the passion are shown 
with Humilitas defeating Superbia. The crucifixion scene is interesting 
because at the foot of the cross there are four beasts, a lion, a viper, a 
basilisk and a dragon. The accompanying htulus is the usual quotation 
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from psalm 90:13;236 however the fight between Humilitas and Superbia 
puts a difièrent interpretation on the defeated enemy. The titulus to 
this part of the miniature reads Superbia diaboli vincatur humili/tate cruces 
christi. Thus the victory of Christ on the cross is associated not with 
his defeat of death, but his defeat of the devil's pride. The devil and 
his great sin have replaced death as the enemy, and the cross is then 
a means to defeat sin. 
6. Sin and Death in the Late Twelfth Century 
The absorption of death into the devil in the later twelfth century 
may seem to be simply giving something a difiFerent name. However, 
we have seen earlier that death and the devil were seen as separate 
concepts. It is true that eternal death could be regarded as damnation, 
but in that the horror lay in not being able to enjoy God's presence, 
and the awareness of that loss. Just so was eternal life the knowledge 
and awareness of God, of 'seeing' and 'knowing' God rather than 
apprehending via the imperfect senses and intellect. This is tied in with 
the idea of a judgement at the end of time, when man steps from the 
temporal world into eternity, and life or death are the eternities of the 
righteous and the damned. This ninth century view was optimistic; 
the saved, God's people, at the end of time might have to have their 
sins burned away, but God's redemption of mankind meant that life 
was theirs. Only the irrevocably evil and heathens would suffer eternal 
death. A century and a half later the view was less optimistic. Man was 
aware of himself as a flawed being, not really deserving to be saved. 
For some, sufficient diligence in following God's precepts would lead 
the way to heaven, probably at the end of time, but for many there 
was the awareness that not even believing in and loving God could 
give an assurance of eternal life. The twelfth century, strangely for a 
period so intent on its spiritual awareness, took a more secular view. 
While the intrinsic spiritual condition was acknowledged to be impor-
tant, and many tracts laid out how one was to strive for perfection, the 
internal purification, in the visual expressions of the üme, was of far 
less importance than the question of sin and punishment, of redressing 
the wrong, of putting things right. This is not to say that punishment 
mper aspidem et basilucum ambulabu et conculcabu leonem et draconem 
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was not seen as a way to purification, but that it was an essential part 
of it. Perhaps the knowledge of man's essentially flawed nature, of 
the idea that few could be worthy of heaven, encouraged the spread 
of belief in a first and provisional judgement. Even though purgatory 
was not established as doctrine until 1274, it was commonly accepted 
in the later twelfth century. 
6.1 The Ascent of the Soul 
Not only was the idea of purgatory accepted, there was an enormous 
interest in it.237 Old texts such as the Apocalypse of Paul in redaction iv 
began to be translated into the vernacular,238 and the twelfth century 
was the high-point of recorded contemporary visions. These twelfth 
century visions difiered from earlier ones by being 'much longer and 
more complex than any of their predecessors'.219 They also changed 
from being the visions primarily of priest or monks.240 'Of the eight 
major visions of the twelfth century, only two are experienced by monks; 
of the others two are related by peasants, two by children and two by 
knights. The redactors themselves are no longer powerful figures but 
humble monks or, occasionally, abbots.'241 Yet in spite of the increased 
number and complexity of the visions, they do not carry on into the 
thirteenth century, the last recorded being the vision of Thurkill in 
1206. The accounts of the visions were copied and circulated, but no 
new visions were recounted. The interest in the afterlife, and more par-
ticularly in purgatory, remained, but it would seem that by 1200 or so 
there was a fairly common idea of what awaited people after death. 
There are no twelfth century visual representations of purgatory 
known to us, and it would seem that the designers of the icono-
graphie cycles of books waited until the third place had received papal 
2,7
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confirmation. However, the visions often include ladders and it is inter-
esting to see how these compare with the ladders in the miniatures. The 
monk of Eynsham, whose vision is recorded as taking place in 1196, 
reported that coming to the wall of paradise he saw souls ascending 
a beautiful stairway that led to Christ enthroned in glory. These souls, 
unlike the figures in the miniatures, ascended with ease, each step being 
swifter and easier than the last. Not all ladder imagery was as comfort-
ing and optimistic. The other twelfth century monk's vision, that of 
Gunthelm, took place in 1161 after he had been tempted by a devil. 
His guide is St. Benedict and together they climbed a ladder.242 
In singularis uero gradibus demons bini et bini residebanl, qui quos ones ad superior 
censcendere nilenles terribihter infestabant. Quos ut mdit nouicius, wide nimirum 
expauit, attamen a beati Benedicti uestigiis non recessit. Asscndentibus itaque sancto et 
nouicw, nequam spiritus sancto nocere non apposuerunt, sed subsequentem duapulum per 
gradus singuks grämt er ajßxerunl. Alius eum soß>cabal, alius uehementer impellebat, 
alius pugno eum in dorso percutiebat, alius illium colaphizabat, alius eum fiendens 
dentibus subsannabat, et alius ilium calumpnns el exprobationibus delerrebat. 
This is very close to the scenes depicted by the miniatures. The soul, 
whether of Gunthelm or Herrad's nuns or any of the others climb-
ing the ladder of virtue, is beset by temptation, and that temptation 
is shown as having an outside cause. The weakness that is inherent in 
man and makes him susceptible to temptation is still clearly there, but 
this is less an inherent sinfulness than the tendency to succumb to the 
temptations of sin. The soul that fights and overcomes these tempta-
tions is worthy of heaven. Bernard of Clairvaux described in his ser-
mons on the feast of All Saints the rest of the soul after its struggle. In 
heaven those souls that have achieved purification dreamily await the 
last day and the reunion with both the body and loved ones. Drows-
ing on couches 'they recollect their years, they rejoice for the days in 
which they were humbled, with delighted admiration they consider the 
dangers they have evaded, the labours that they have carried out, the 
Hi
 On each rung there were pairs of demons, who attacked all those who would 
ascend to the rung above. When the novice monk saw them, he was petrified, but did not 
cease to follow in the footsteps of St. Benedict. So as the novice and the saint climbed 
up, the evil spirits did not oppose the saint, but on every step they sorely afflicted the 
novice. One suffocated him, another pushed him violently, another hit him in the back 
with his fist, another struck him, another sank his teeth into him, and another tried to 
deter him with slander and abuse. Text and translation cited ibid., p. 43. 
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battles they have won.'243 The continual battle for heaven is a consistent 
theme of both texts and miniatures. Heaven and eternal life are not 
granted as a right, but earned by the soul's struggle against sin. The 
thorny theological problem of God's elect and the diflerences between 
predestination and foreknowledge are not expressed in the miniatures, 
but sometimes touched upon in scrolls held by Christ the Judge in last 
judgement scenes. Heaven is shown to be attainable by all who are 
prepared to work for it. However, the hierarchy of heaven does allow 
for a degree of influence due to status rather than deeds. The idea 
that virginity was the ideal state found expression in the difference of 
rewards for virgins, the chaste and the married. The British Library 
Ms. Arundel 44 manuscript again uses the notion of ascent to express 
this. (fig. 84) On f. 70r there is a miniature very reminiscent of a tree 
of Jesse, but clearly divided into three zones. At the foot of the tree 
are Adam and Eve and at the top Christ, cross-nimbed and holding 
a book. In between these extremes are the virgins who will harvest 
a hundredfold; the chaste, those who have been married but choose 
thereafter to live a chaste existence and will be rewarded sixtyfold; 
and lastly the married who can expect to harvest only fortyfold. The 
married are represented by couples from before the birth of Christ, 
designated here by the name of the man only, Noah, Abraham, Job 
and Zacharias. The chaste are widows such as Deborah and Anna, 
while the virgins are not named. Thus, despite the general emphasis 
on the life and actions of the Christian and the more favourable, or 
at least accepted, attitude towards matrimony, the positive actions are 
tempered with the negative virtue of retaining virginity. It is interesting 
to note that a somewhat later copy of the Speculum virginum made by 
and for the abbey of Clairvaux at the end of the twelfth or beginning 
of the thirteenth century does not have this miniature, though certain 
other miniatures are very close to the British Library version. Possibly 
the monks of Clairvaux saw no need to visually emphasise the virtue 
of virginity. 
•'
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6.2 Crime and Punishment; Sin and Penance 
In his Hber Poenitentialis Alan of Lille distinguished between the judge-
ments handed out by civil and ecclesiastical courts, the aim of one to 
punish, the other to purify. However, this distinction was not always 
made. In a mid-twelfth century French work, Avranches Bibliothèque 
Municipale, Ms. 136 the two are regarded as one—diciturque poenitentia 
quasi punitentia a puniendo, quia per earn punitur homo.2*4 Certainly in the 
popular view there was little practical difibrence between the punish-
ments to be sufièred in this world and the penance demanded in the 
next; they varied only in the degree of horror and duration. Purgation 
was no longer simply a means of burning away sins to make a soul 
worthy of heaven, but in fact a punishment for those sins. Skotnicki sees 
purgatory as a metaphor for the Gregorian reform,245 and in a way, the 
condemned prisoner as being rehabilitated for a better world.246 
... a new theological understanding of sin as not simply a corruption of 
the soul requiring private penance, but as a violation of law demanding 
public expiation in precise temporal segments. Those atoning for sin in 
this life and the next came, in effect, to share the same time zone. In this 
legal cosmos, the prison took on transcendent dimensions: it became an 
institutional metaphor for a world transformed, for sinners chastened, 
and for a purified army of penitents ready to share in the benefits of 
heaven. 
It is difficult to say that either prison was a metaphor for purgatory, or 
vice versa; both would seem to be the result of a particular oudook on 
life. Prisons were no longer simply a place of detention and punish-
ment, but a form of separation from society, until the debt owed to 
that society was judged to have been paid. The same applied to the 
ecclesiastical sentence of excommunication: the sinner was removed 
from the fellowship of Christians and communion with God until 
he was deemed sufficiendy penitent and had made sufficient repara-
tion. In other words, only the spiritually healthy were part of God's 
community. The logical extension of this is the idea of purgatory as 
a place, rather than simply a process.247 For all those whose ascent of 
241
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the ladder of virtue to heaven was incomplete, those whom the devils 
had succeeded in pushing from the ladder, there was the possibility of 
making atonement after physical death, but before the last judgement. 
The early Church had believed that the process of penitence, of truly 
cleansing the soul of its sins, could take place only once. This was 
then a long process and many put this off until they felt that they were 
coming to the end of their life, so that all their sins could be taken into 
account. This rigorous approach gradually lost ground, perhaps due 
to those who voluntarily cut themselves off from life to pray, not only 
for themselves, but for the community of souls as a whole. This can 
be seen in the stricter rules for confession for the religious orders, but 
even this was changing. The fourth Lateran Council in 1215 enjoined 
upon all lay persons that they make confession to a priest at least once 
each year, on pain of excommunication and the denial of Christian 
burial. This was a confirmation of the role of the lay person in their 
own destiny after death. 
By setting up the triad of confession, repentance and penance for all, 
a system of justice was established. Of course the idea of a penance 
for specific sins was not new. The penitentials, originating in the Celtic 
Church, had been a feature of religious life since the sixth century as 
a means to help confessors in their task. Many of these seem to cover 
every possible sort of sin, however unlikely, and give a strict table of 
the penance to be laid upon the sinner. These penances were intended 
to cure the soul of sin, often by prayer and meditadon. By the twelfth 
century there was more concern for the individual and the circumstances 
of sin. When considering this matter2 4 8 
twelfth century theologians... are not generally trying to establish general 
moral rules or the institutional norms of social life, such as rules govern­
ing marriage or the acquisition of property. They presuppose that such 
rules and norms are more or less in place. What they are debating (much 
of the time at least) is the moral status of the agent who violates such 
customary rules and norms in specific situations. 
This concern for the specific circumstances is reflected in the various 
accounts of the visions of souls in the afterlife, most specifically in the 
vision of Tundale. Tundale, an Irish knight, is reported to have had 
his vision in 1149. Unlike many of those who are allowed to view the 
2 4 8
 Jean Porter, "Responsibility, Passion, and Sin: A Reassessment of Abclard's Ethics," 
Journal of Religious Ethics 28 (2000), ρ 371. 
540 CHAPTER FOUR 
afterlife, Tundale was no innocent but a thoroughgoing sinner; indeed 
his vision takes place after a fit at the table of a debtor to whom he is 
less than kind. His journey takes him through various realms, including 
those in which souls are punished as well as purified. To a certain extent 
the punishment is made to fit the crime in what Tundale witnesses, so 
those who have committed sexual transgressions are chiefly tortured in 
the genital area. Not only does Tundale witness the tortures, but must 
himself undergo some of them, since he is guilty of those particular 
sins: to atone for the theft of a neighbour's cow, even though he had 
returned it, he must lead a wild cow over a narrow and dangerous 
bridge. The fact that he must undergo this task points to an element of 
punishment, not just purgation, since he has already made restitution. It 
is not a case of bringing him to repentance, but punishing him for his 
sinful intention. This is reminiscent of Abelard's distinction between the 
action and the intention. Other visions have specific places or punish-
ment reserved for particular sins. The monk of Eynsham saw an area 
reserved for homosexuals; Alberic saw women who had refused to suckle 
orphans now forced to suckle serpents. Thurkill saw a corrupt judge 
forced to swallow glowing hot coins of gold.249 There is not always a 
clear distinction between hell and purgatory, but this gradually becomes 
apparent. Tundale's view of hell is very different from the purgatorial 
areas, since the inhabitants of hell are doomed not only to eternal pun-
ishment and torture more severe than purgation, but hell is dominated 
by the torturing and tortured figure of Lucifer. In these visions there is 
no separate being that can be designated as death. The vision of the 
knight Owen of St. Patrick's Purgatory gave a very specific place for 
the entering of purgatory, on an island in Lough Derg in Ireland.250 
Early legends claim that the many islands and the red tint of the 
water are due to the bones and blood of the great serpent overcome 
by St. Patrick there.2'1 These legends may also account for situating 
an entrance to purgatory there. In spite of their dramatic content and 
their popularity, the copies of the accounts of the visions do not seem 
to have attracted illuminators to illustrate them. The only illustrations 
that immediately spring to mind are those of the Vision of Tundale 
in Paris, Bibliothèque Nationale, Ms. fr. 52 on ff 172v, 174r and 175v 
2+
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and that dates from the fourteenth century. Nevertheless, many of the 
twelfth century depictions of hell have elements in common with the 
visionaries' descriptions of purgatory, such as the man forced to eat 
red-hot coins in the scene of hell in Hortus deliciarum. Such common 
elements point to a shared and relatively well-accepted vision of both 
justice—or making the punishment fit the crime—and what was to be 
expected by those undergoing purgation, or damnation. They may even 
reflect, probably in a distorted fashion, worldly punishment. 
Despite the terrors witnessed and recounted by the visionaries there 
are also more optimistic elements. Abelard's classification of sin gives 
the sinner a scale of degree and therefore a scale of punishment. He 
pointed out that vice is inherent, a disposition to sin, rather than the 
sinful act itself. Sin is the subjection of the soul to this disposition, a 
surrender to an inclination to commit a sinful act. He also makes the 
distinction between venial sins that he defines as sins committed absent-
mindedly, and those mortal sins that are undertaken in full knowledge 
of what one is doing. These distinctions are reflected in the various 
degrees of severity of punishment endured by those in purgatory, and 
by the greater punishment of hell. In their visions of those not truly in 
purgatory, the twelfth century visionaries also made distinctions; there 
were pleasant places, but those there would still suffer hunger and thirst; 
others saw paradise, sometimes as a wonderful garden, as in Gunthelm's 
vision, or the enthroned saints and martyrs seen by Tundale. Usually 
it is clear that this is not heaven itself, reminding one of Bernhard of 
Clairvaux's souls awaiting the final bliss to be theirs on the last day. 
This more optimistic tendency is expressed in miniatures showing souls 
resting in the bosom of Abraham, or otherwise being gathered up as 
God's people. British Library, Ms. Lansdowne 383, an English manu-
script from the second quarter of the twelfth century, shows an angel 
holding the souls of those worthy of heaven. The figure of the angel, 
in many ways reminiscent of those of the Alexis Master, looks up at 
a medallion containing a half-length Christ. The central position of 
the angel, the straight and upright form it makes and the angle of its 
head lead the eye to the Christ figure, emphasising the idea of ascent. 
Between its hands the angel holds an embroidered stole in which a 
monk and four nuns stand, their hands raised in wonder and praise. 
It is interesting to note that although the figures are naked, as befits 
souls, their status as members of a regular order is given by the tonsure 
or veil. It is unusual to find an angel holding a stole filled with souls, 
Abraham was a more common figure, representing the paradise of 
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the worthy before they reached heaven. This subject is found not only 
in twelfth century miniatures, but in the sculptured portal of several 
churches.·"2 Roughly contemporary with the Landsowne manuscript 
is Dijon, Bibliothèque Municipale Ms. 2, a Saint Bénigne manuscript 
that has an initial on f. 332v of souls in the bosom of Abraham. In this 
initial there is no sense of movement in the figure, despite the intricate 
rinceaux and the strange beasts that bite and twist among them. While 
the Arundel manuscript is filled with an upwards dynamism, the figure 
of Abraham and those he holds is a static island in the sea of writhing 
figures around them, perhaps symbolising the repose that is the reward 
of those who have been found worthy of paradise. The figures in the 
bosom of Abraham are all male, and clothed. They probably represent 
the Old Testament patriachs, Adam, Seth and the other names written 
along side the initial. Two manuscripts from the abbey of St. Amand 
from the period 1160-1180, Valenciennes, Bibliothèque Municipale, 
Mss. 108 and 500 have depictions of the bosom of Abraham. The 
earlier Ms. 500, a vita of St. Amand, shows on f. 62v the naked, but 
nimbed, saint alone in the stole held by Abraham and the central fig-
ures surrounded by four angels censing. The later manuscript 108 from 
1170-1180 has an initial on f. 46v which shows a more differentiated 
population of this symbol of paradise than any of the earlier works, 
the foremost figure being a monarch, flanked by a monk and a noble 
with two further figures who might also be monks. 
This placing of contemporaries in the bosom of Abraham extends 
its meaning. There was considerable discussion of what exactly was the 
limbo of the fathers, was it in fact a part of hell and the righteous that 
had died before Christ were held there and freed with the harrowing? 
Or was it a 'holding place' for the pre-Christian righteous?"3 Whatever 
the answer, the miniatures make clear that it was no longer a purely 
historical subject, albeit represented in a metaphorical fashion. The 
bosom of Abraham had become the resting place for the righteous 
souls while awaiting the last judgement. It represented safety from 
evil, a place to contemplate dangers past and the joy to come. There 
is no real uniformity in the visions that gives us an idea that there was 
a generally accepted picture of paradise or the bosom of Abraham. 
232
 These will be discussed along with their place in the general iconographie pro-
grammes in the following chapter. 
a>
 For an overview see George B. Pace, "Adam's Hell," Publications of the Modern 
Language Assoaation of America 78 (1963). 
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Purgatory featured several elements common to all visions—extreme 
heat and cold, flames, knives and bridges, but other than a general 
pleasantness, ideas of paradise varied from meadows, to gardens, to 
wonderful cities. It seems to have been generally accepted though that, 
after purgation, the soul could proceed to such a place. The vision of the 
monk of Eynsham even has gradations of joy through which the soul 
could pass becoming ever purer, until finally there is the true heaven, 
of which the monk was not granted a vision. The visions hold out both 
the hope of blessedness and the dire threat of punishment. 
The fear of an unknown period of punishment and purgation after 
death must have been responsible for the pilgrims who went to Lough 
Derg, although it seems probable that it was a place of pilgrimage 
from pre-Christian times. Writing in 1189 Geraldus Cambrensis tells 
of an island divided, one half the place of angels, the other the haunt 
of demons. Those who dared to spend a night in a pit in the demonic 
half would be free of any purgation after death. The best-known 
account of a person who did so is that of the knight Owen, written by 
a monk of Sawtry in the late twelfth century, Tractatus de Purgatone Sanch 
Patnai. Owen's preparations for his descent are lengthy and overseen 
by the religieux who guard the entrance. Both they and what can be 
regarded as their spiritual equivalents in the pit try to deter Owen, 
but instruct him in the dangers and the effectiveness of the name of 
Jesus. Through divine intervention Owen survives the horrors of both 
purgatory and hell until he reaches a bridge that he must cross. The 
bridge is slippery, narrow and steep and, if he falls he will be in the 
clutches of the demons that wait below for him, but with each step he 
takes the bridge becomes easier to cross. Having finally reached the 
other side, cleansed of his sins he is led to a meadow of great beauty 
where those who have been purified await heaven. Owen is told that 
the length and severity of the punishments that everyone must undergo 
can vary. He himself had volunteered to take this most harsh form of 
penance, rather than the standard penance laid down by the Church, 
since he has devoted his life not only to violence, but has committed 
sacrilege. The timetable for the stay in paradise varies also.2''* 
! A
 Tractatus de Purgatorio Sancii Patnai, Utrecht, Universiteitsbibliotheek, Ms 21, 
cued Zaleski, "St Patmk's Purgatory Pilgrimage Motifs in a Medieval Otherworld 
Vision", ρ 480 
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No one who is in torment knows how long he will stay there... And when 
they come to this land, they do not know how long they will remain 
Here, as you can see, we dwell in great peace and joy, but after a certain 
period determined by God, each one of us will go beyond. Daily the 
number of our society increases and daily it decreases. For just as some 
come to us daily from the torments, having been purged, so some of us 
ascend from the earthly paradise to the heavenly paradise. 
Interestingly, Owen is also told that masses, prayers and alms can 
shorten the time of a soul in purgatory, but there is no help for those 
in hell: their fate is unalterable. The vision of Thurkill endorses both 
individualisation and the efficacy of the actions of the living. Thurkill 
sees his father crawling over jagged stones that cut him to atone for 
his sins, and is told that thirty masses will release him, but in view of 
Thurkill's impoverished state Michael will allow the release his father 
for twenty. Thurkill is also instructed to tell the heir of Roger Picoth 
to fulfil his debts to his labourers and to St. Ositha's priory, so that he 
can enter heaven.2" 
The individualised penances or punishments that are imposed on 
sinners in the afterlife imply a great interest in the idea of justice. 
Scales had been used for centuries as symbols of justice. In both the 
Utrecht Psalter and the Stuttgart Psalter there are images of Christ 
holding scales to denote that God is justice. A northern French manu-
script, Cambrai Bibliothèque Municipale, Ms. 59, from the first half 
of the twelfth century takes this a stage further. This is a copy of St. 
Augustine's Opera and on f. 69v the Church father is shown holding 
a balance, to symbolise how man will be judged- in this case on the 
vices of lust and avarice, the personifications of which also appear. In 
the twelfth century, with the increased acceptance of the concept of a 
first and conditional judgement whereby the soul was judged whether 
after purgation it was possibly worthy of heaven, the idea of weigh-
ing the good and evil deeds of the deceased gained ground. However, 
some depicdons tend to lack the neutrality of later scenes of the last 
judgement when the scales are held by either God or Michael.216 In a 
few of these earlier scenes the dispute between angel and devil can be 
2,5
 Schmidt, "The Vision of Thurkill", p. 55. 
2
''' Not all such scenes were neutral: a striking example of this lack of neutrality in 
the weighing of souls is to be found in the work of the fifteenth century Amiens Master 
in the Musée de Picardie. In this the Virgin holds the Christ Child on her knee and 
he reaches out to tip the scales. 
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clearly seen. An interesting example of this is Oxford, Bodleian Library, 
Ms Laud Misc. 469 f. 7v. This is an English copy of De civitate Dei from 
about 1140, for which f. 7ν acts as a frontispiece. It is an unusual min­
iature, since thematically it is appropriate to the subject of Augustine's 
work, but the viewer could be forgiven for taking it for an apocalypse 
illustration. There must have been considerable influence of apocalyptic 
iconography, but there are aspects that show that such elements are 
loaned and adapted to Augustine's work. In the upper half we see Christ 
enthroned with the apostles and flanked by censing angels within the 
city of God. The lower half depicts the fight for a man's soul. Within 
a second city a nimbed figure, accompanied by three lesser nimbed 
figures, spears a devil, while a second devil attempts to fire an arrow 
at him. Kauffinann identifies this figure as Christ; however, the figure 
lacks the cross in the nimbus that is used in the upper register.217 It is 
very probably Christ, but the pose and spearing through the mouth are 
very reminiscent of Michael fighting the dragon of Revelation. To the 
right of the lower register lies the body of a man with above him the 
Virgin enthroned. She hands a naked child, representing the soul, to 
one of three angels. A third devil breathes fire and tries to snatch the 
soul. The naked child is much larger than the usual representations of 
the soul, and the Virgin not only has a halo but a sunburst round her 
head. This is clearly taken from the Woman Clothed in the Sun. The 
Oxford manuscript has substituted devils, hairy, horned and clawed, 
with bulging eyes and hooked or curled noses for the seven-headed 
dragon of Revelation. Both the idea of the Child and its rescue from 
the dragon, and that of the batde between good and evil of John's 
vision and its usual depictions, are suitable to De civitate Dei, but to 
ensure that the reader is aware that this is not something from the end 
of time, the transformation of the dragon into devils has been effected. 
Particularly interesting is Mary's role in this. It is she who holds the 
soul and hands it to the angel for its transport to paradise or heaven, 
thus emphasising her role as mediator for the sinner. 
A second English manuscript, almost certainly from Canterbury 
and of a slighdy earlier date has the same theme, but a very different 
representation. This is Florence, Biblioteca Mediceo-Lorenziana, Ms. 
Plut. XII 17 and is in style reminiscent of the Anglo-Saxon tradition 
of illustration as exemplified by Junius 11, not only in style but lay-out 
Kauffinann, Romanesque manuscnpls 1066-1190, p. 87. 
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and emphasis. The battle of the good and bad armies is shown on f. Iv 
and Kauffinann comments that it 'is not paralleled in any of the other 
earlier manuscripts and may have been assembled from a variety of 
sources.'25" In addition to the possible sources mentioned by Kauffinann 
there are a number of elements that point to the Utrecht Psalter, such 
as the stance of the demons and the falling rider in the second register, 
while the snake-headed tail of the demon on the left is reminiscent of 
the tail of the pale horse in Bodlcy 352. The upper register is described 
by Kauffinann as a last judgement, but it lacks any sign of a judging 
Christ or of any form of resurrection. I would class it with the Oxford 
manuscript as a weighing of a soul. It is possible that this soul is that 
of one of the bad regiment shown below, since a soul is shown issu-
ing from his mouth and both he and his killer look up to the scenes 
above. In the upper register an angel holds a balance while a second 
angel holds the soul. Three devils look on and one, at a sign from the 
angel holding the balance, prepares to drop something into one of the 
weighing pans. This combined with the fact that the second angel holds 
the soul out, rather than transporting it to heaven or paradise, suggests 
that this is the judgement on the soul of the man below, and however 
symbolic, is a singular rather than last judgement. 
Frequendy we find a soul of a saint carried to heaven by angels, with-
out any sign of a counter claim by the devil. In a copy of St. Augustine's 
De diversibus haerenbus and Confesnone made at St. Bertin in the first half 
of the century, Boulogne-sur-Mer, Bibliothèque Municpale, Ms. 46, 
the soul of abbot Lambert is carried up to Christ by two angels. On 
p. 561 of a Salzburg Antiphon, Salzburg, Sankt Peter Stiftbibliotek 
Cod. A, XII, 7 there is a depiction of the death of St. Benedict in which 
two angels waft the soul of the dead saint up a great beam that is in 
some ways reminiscent of a ladder. On p. 570 of the same manuscript 
the soul of St. Rupert is carried directly upwards. A copy of Isadore 
of Seville's Etymologiae, Munich, Staatsbibliothek Clm. 13031, made 
1160-1165, shows the death of the scribe Swicher.219 The body of the 
tonsured deceased lies to right while Christ on the left looks on as an 
angel holds a pair of scales in which a second angel places a weight— 
the good deeds of the deceased, in this case the codex he has copied. 
^ Ibid , p. 62. 
2
'
C|
 Stephan Fussel, "Bible producrion in medieval monasteries," in In the beginning wai 
the word. The power and glory of illuminated Bibles, ed. Andreas Fingernagel and Christian 
Gastgeber (Cologne, 2003), pp. 22-23. 
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A third angel carries the soul to heaven while a frustrated devil flies of 
to the right. There is a degree of symbolism in the composition, above 
that which is obvious. The good deeds, the tilt of the balance and the 
motion of the angel carrying the soul all lead the eye to Christ, while the 
devil hovers over the dead body on the right. This implies a dichotomy 
of the soul's natural affinity with God and the body's weakness and 
propensity for evil. It is also interesting that the emphasis on the good 
and righteous labour of the scribe is of such importance. Such work 
had always been regarded as one of the tasks of the regular clergy in 
particular, a means whereby not only the scriptures but the words of 
the Church fathers and other theologians might be both spread and 
preserved. Scribes were usually anonymous, as were illuminators, but 
in the twelfth century more and more left their names on their work. 
Obviously they did not vie with the author in importance, but the 
mentions in colophons and even portraits of scribes, such as that of 
Eadwine, gave not only a sense of individuality to the works, but also 
a sense of the contribution of the individual and his worth. In this 
particular miniature the works that Swicher's copied arc what makes 
him worthy of heaven. It is his virtue and good work, a personalised 
and individual claim to salvation. 
The miniature of Swicher's death shows an optimistic trend. Not 
just the soul of a saint is counted worthy of heaven, but that of an 
ordinary man, albeit a member of one of the regular orders. Swicher, 
we can assume, fulfilled his role as monk and scribe, and the devil 
cannot claim him. The idea that sinners can be sufficiently penitent to 
be saved had long found expression in hagiography and other legends, 
particularly those of the Virgin. Perhaps the most notable legend of 
the Virgin's intervention on behalf of a sinner is that of Theophilus. 
Due to frustrated ambition Theophilus makes a pact with the devil. He 
regrets this and prays to Mary to save him. She finally hears his prayers 
and descends into hell and wrests the contract from the devil. 
's Gravenhage, Koninklijke Bibliotheek, Ms. 76 F5 devotes two pages, 
fE 41 r and 42r to the legend. F. 42r shows the devil's hold on Theophilus 
and the latter's appeal to the Virgin in a particularly graphic fashion. 
It is shown in four scenes in two registers, but in fact the first three 
scenes relate to each other and flow over into the next. In the first 
scene Theolphilus prays to the Virgin who looks down on him from the 
heavenly city. Around his neck is a noose whose end is held by the devil 
of the third scene and in his other hand the devil waves the contract 
in triumph. The second scene shows Theophilus once again in prayer 
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to Mary, who again looks on. This time he is unbound, as a symbol 
that the Virgin will free him from the devil. The fourth scene conflates 
many aspects of the story. On the left the devil, a hairy, cloven-hoofed 
figure, somewhat reminiscent of the death in the Eadwine Psalter, waves 
the contract and clutches the rope that binds Theophilus. The monk 
himself sleeps on the right, while above him Mary's hand descends 
from heaven to restore the contract to Theophilus. Interestingly the 
last scene is that of Theophilus receiving absolution from the bishop. 
This last is an important point as it indicates the importance given 
to the role of the Church in the late twelfth century. The sinner is 
repentant and even receives the grace of the Mother of God, but the 
closing of the incident is the Church's acceptance of him back into the 
congregation. This affirms the Church's attitude to its own importance 
in defining and forgiving sin. 
By its system of confession, penance and indulgences the Church had 
taken to itself the power to define sin, and to forgive it. If this was not 
a complete and rigid bookkeeping in theory, in practice it must have 
seemed so to many. In many ways God seems to have been relegated 
to the background, at least in so far as salvation was concerned. Just 
as he was a more distant Creator, Christ was now the means by which 
salvation was possible, but the emphasis lay on the efforts of the indi-
vidual to be worthy of redemption. While many texts deal with Christ's 
loving care and encouragement for the Christian soul, his sorrow at its 
sin and gende help to combat the errors of the world, the miniatures 
tend to show the soul battling the horrors of worldly temptation, and 
Christ as the reward for a well-fought fight.200 The Church aimed at 
perfection, but did not demand it: it demanded instead the continuing 
effort to strive for perfection. Sins could be forgiven if penitence was 
made visible. God may know if a soul was truly penitent in the depths 
of its being without any outward sign, but since the Church, and its 
constituent clergy, had taken the mediatory role between sinner and 
forgiveness, visible repentance was required. Nevertheless, there was 
one area that the Church could not usurp: God's final judgement on 
the last day. From earlier in the twelfth century the number of min-
iatures showing the last judgement had increased. Some manuscripts 
have a simple but forceful depiction, such as that on f. 12v of Amiens, 
Bibliothèque Municipale Ms. 19. This has all the elements of the last 
The Oxford manuscript mentioned above would appear to be an exception. 
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judgement scenes, given in a limited space. At the top, Christ in a 
mandorla and flanked by trumpet-blowing angels, displays his wounds. 
Immediately under him the dead rise from their graves, some holding 
their hands up in adoration, other already being hauled off by devils. 
On his right, the blessed in the form of a bishop, abbot, king and 
monk await heaven, while a similar group on his left are bound by 
demons. At the very bottom, in a hell mouth filled with flames, the 
damned suffer their appropriate punishments. Other manuscripts, such 
as Hortus Deliciarum and British Library, Ms. Cotton Nero, C I V have 
long cycles dealing with this. Even here there is more concern for the 
fate of man than the fulfilment of God's plan. The London manu-
script spreads the events over the rectos of eight folios, on only one of 
which Christ the Judge appears, and even Hortus Deliciarum gives more 
weight to the judgement than the Judge. Both show and typify both the 
righteous and the damned, and both give a wide variety of each. The 
Hortus Deliciarum brings the first and last things together by showing at 
the foot of the opening of the last judgement scene Adam and Eve 
worshipping the cross—Adam per crucem redemptus, crucem adorât,—with a 
similar inscription for Eve. 
The bringing together of the beginning of human history and its end 
takes on a more precise significance in the last judgement scene of Paris, 
Bibliothèque Nationale, Ms. lat. 10433, f. 9. This unequivocally gives 
the dominant position to Christ the Judge. This is a psalter combined 
with a book of hours, one of the earliest examples, and dates from 
c. 1170. It is English, but has no firm attribution, although Westminster 
has been mooted. It is a very refined miniature, one of only two in the 
manuscript, the other being of the crucifixion, although there arc a 
number of elaborate historiated initials, (fig. 85) The figure of Christ is 
central, both physically and symbolically. Unusually, he stands, rather 
than sits, in a mandorla and his wounds are displayed. In each hand he 
holds a scroll, that in his right hand bearing the text venite benedicti patris 
mei perdpite regnum quod paratum est ab origine mundi. The scroll in his left 
hand reads ite malediction ignem eternum qui preparatatus est. These texts or 
very similar ones are frequently found in scenes of the last judgement 
and are based on Matthew 25, but the common use and repetition 
of them points to a theological position. The places of blessed have 
been made from them since the beginning of the world, but no such 
claim is made for the damned, only that eternal fire has been prepared 
for them. This is one of the instances when it would seem that a dis-
tinction is made between predestination and foreknowledge. Above the 
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cross-nimbed Christ are three angels holding the cross, crown of thorns 
and the nails. On the right of Christ two figures rise from their graves, 
and below them the blessed await their conduct to heaven. On his left 
are the flames of hell to which the damned are already committed. 
At the bottom is a hell mouth, filled with people, and a devil wrestles 
another into the open maw. Under Christ's feet is another small scene, 
isolated from both the blessed and the damned. This scene depicts the 
fall. On either side of the tree of knowledge of good and evil Adam 
and Eve hold the forbidden fruit to their lips with one hand and with 
the other cover their genitals with a leaf. 
The Paris manuscript differs greatly in style and artistic quality from 
the Amiens manuscript, but both show the same elements. Both give the 
essentials of fall, redemption and judgement. The Paris manuscript 
does this in the two miniatures of the crucifixion and last judgement. 
The Amiens manuscript follows a perhaps simpler path by showing the 
creation of Eve and the fall, the resurrection and harrowing of hell, and 
culminates in the last judgement. The three stages of human history 
are linked in a causal chain, started by man's fall from grace. Whereas 
in the earliest miniatures considered in this study, this chain culminated 
in eternal death or eternal life, by the later twelfth century those terms 
have been modified. Life has become heaven and death is damnation, 
not an unending exile from God, but torture and punishment for the 
sins committed in life. Those for whom the last day promises eternal 
life must also pay for their misdeeds; they must not only be purged of 
their sins but also be punished for them. Physical death, once a sleep 
until judgement day, has become the herald of an unknown period of 
pain, punishment and purgation. Most Christians could feel fairly secure 
that they would ultimately achieve heaven, and eternal death lost its 
power and horror. There was another horror far closer to hand, that 
which would come after the close of physical life. It was the first, not 
the second death that was to be feared. 
CHAPTER FIVE 
THE FALL IN PUBLIC PLACES 
The miniatures examined in the last four chapters had a limited and 
relatively easily defined public, a public that was, for the most part, 
literate and well-educated. The makers of the manuscripts could 
generally be sure that the readers were not only conversant with the 
basic Bible text, but had knowledge of both what are now regarded as 
apocryphal and pseudographical writings, and exegesis, both patristic 
and contemporary. In the period from the late eleventh to the early 
thirteenth centuries more public depictions of the fall began to appear 
in north-west Europe. These are by no means the earliest depictions 
of the subject; it was a popular theme on early Christian sarcophagi 
and on tenth century Irish crosses. There are even indicaüons that it 
was used sporadically in north-west Europe, witness the Merovingian 
tile mentioned in chapter one. Nevertheless, there is very little evidence 
for what might be called 'public' works in England, France, the Low 
Countries, and Germany until the end of the eleventh century, but 
the twelfth century saw the rise of the subject on capitals, tympana, 
archivolts, in stained glass and frescos.' It is almost as if a debate was 
ended and the fall had become a subject suitable for a wider audience. 
This raises various questions. How wide was this audience? Was the 
subject in any way adapted from the miniatures and are there differ-
ences between various situations, such as cloister, church interior, or 
cathedral porch? 
In many ways the student of miniatures and manuscripts has an 
easier task than the student of sculpture and wall-paintings. To begin 
with, both the present day scholar and the contemporary reader could 
contemplate a manuscript in a quiet and unhurried fashion, and if the 
present day scholar has various aids, better lighting, more comfortable 
libraries, and seeks a difièrent type of knowledge, there are enough 
similarities to engender an atmosphere which would not be totally 
' I use the term fresco to cover painting, both fresco and possibly secco, on walls 
and ceilings. 
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alien to a twelfth century scholar. The manuscripts themselves are 
also probably the best-preserved medieval sources we have. Many are 
still in pristine condition, with their images clear and glowing. Others 
may be worn in parts, particularly where an image has been kissed, or 
rubbed to eradicate a feature regarded as distasteful, such as genitalia. 
Some may have lines strengthened or be mutilated accidentally or 
deliberately, but on the whole the majority of those manuscripts that 
have survived, apart from the bindings, are very much as the original 
owners and readers saw and used them. The case is very difïèrent with 
buildings. Our own mental attitude when we see a church or cathedral 
is very far from that of the twelfth or thirteenth century pilgrim, monk 
or noble. We no longer have the same awe at the sheer size of many 
churches and cathedrals. We may wonder at the height of a nave and 
sense of space, but the sense of immensity has been decreased by our 
everyday contact with buildings much larger, airports, office blocks, 
shopping-malls. Then, too, our view of a great cathedral is often 
marred. Most cities are careful not to place huge edifices next to their 
old churches, but the view the medieval pilgrim had of a great church 
rising up is these days often blocked by factory and office buildings on 
the outskirts of the town. In many cases the town or city has literally 
grown up around the church. Layer upon layer of rebuilding has raised 
the level of the surrounding buildings and ground, often causing the 
visitor to descend, rather than ascend to reach the church. Again, much 
of our admiration and wonder of medieval buildings stems from an 
awareness of their antiquity, their venerable past, their worn stones 
and the knowledge that generations have visited and worshipped at 
the place. A twelfth century pilgrim would see a new building, glow-
ing with colour, a place made as beautiful as possible by current tastes 
and worthy to house holy relics. Tastes change and colours fade and 
the floods of visitors today are usually more interested in the past and 
its art than experiencing the nearness of a saint's relics or even the 
presence of God. However, churches are part of a living community 
and they grow, develop and expand, catering to the needs and tastes 
of the congregations they serve. The visitor interested in the sculpture 
and architecture of a Romanesque basilica must mentally strip away 
Gothic side-chapels, a baroque altar, an eighteenth century pulpit, a 
nineteenth century organ and the coundess wooden or plastic chairs 
of the present congregation. In many churches the accretion of gen-
erations makes a harmonious whole, but it does not make the task of 
the historian, trying to see how the building was originally, any easier. 
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Colour and light can be difficult to envisage. Few windows have sur-
vived from the twelfth or even the thirteenth century, but many mod-
ern windows can replicate much of the light. However, original light 
sources can be blocked by the addition of extensions to the church 
or by nearby buildings. Often the original light fall was very diSerent 
because now an organ blocks the windows over the porch: electric light 
supplements the candles and natural light, sometimes spodights picking 
out special features. Attempts have been made to reconstruct the light 
fall in certain churches by means of computer simulation.2 Hopefully, 
more research will be done in this field. We know that churches were 
filled with colour, sometimes the polychrome surviving in a faded and 
degenerate state. Since the mid-nineteenth century many churches have 
begun to restore the polychrome inside churches, the one restoration 
more successful and responsible than another. Polychrome exteriors 
remain only a memory or at best faded remnants discernable only to 
those looking for evidence of it, but such churches as Notre Dame la 
Grande in Poitiers and Notre Dame in Amiens give light shows in the 
evening, projecting coloured light onto the façade to simulate the effect 
of the original polychrome. Admirable as such efforts are, the effect is 
not authentic, since we see glowing light against the dark of a night 
sky, not the colours by daylight. As polychrome has faded, so, too, 
has stone worn or been damaged, both intentionally and accidentally. 
In particular the exterior carving of some churches leaves the viewer 
guessing as to the subject. Again much restoration work has been 
done and much more is being undertaken. Certainly, most present 
day restoration is done with great care, consulting various sources and 
striving to bring the original back to life. Over the centuries restorers 
have sometimes had less care for the original and more concern for 
the current aesthetic standards. 
1. TnpU Accessibility 
The wear, damage and dubious restoration make consideration of wall 
painting and sculpture difficult in any research. However, the changed 
environment, the decay and possible corruption of the sources become 
2
 A notable eflbrt is the dnimation of the light in vanous parts of Cluny III al dif-
ferent times of day 
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of great importance when we try to consider the effect such paintings 
and sculpture had on the twelfth or thirteenth century viewer. Acces-
sibility in three senses was important. Firsdy, who were these twelfth 
century viewers? Analysis of the geographical spread of churches where 
depictions of the fall are to be found shows that pilgrimage sites in 
their own right and those on or close to the major pilgrimage routes 
predominate, and thus we can assume a fairly heterogeneous public. 
Others were parish churches or cathedrals, but some were monasteries. 
Were laymen allowed in the cloister or choir? If so, was this limited to 
the higher nobility? Did a pilgrim fighting for a place to sleep on the 
floor of Chartres cathedral take note of all the windows? Were the pil-
grims to the shrine of a particular saint so taken up with their desire to 
view the relics that they had no time to spare to look at capitals? Many 
churches and cathedrals are fronted by a market place that probably 
dates back to the time of the church's erection. How much did a busy 
market place detract from the view of the tympanum, and how much 
attention would the townspeople pay to it? Many of these questions 
are unanswerable; others require a great deal of specialised research 
that goes beyond the bounds of this study. Secondly, how much was the 
viewer expected to understand? Were the iconographie programmes 
and the way in which the subject of the fall was treated changed and 
adapted to a simpler, less educated audience? A comparison of the 
'public' and 'private' works should give at least a partial answer. Finally, 
how visible were the reliefs and paintings? Today we are used to excel-
lent photographs taken with reflectors, flash and zoom lenses.3 We use 
binoculars to view capitals that sometimes are spot-lit, and generally 
there are numerous points of artificial lighting. Set against this, most 
capitals would be in polychrome, thus increasing the ease of visibility 
to a certain extent, though it must be remembered that the efièct would 
be less since a particular scene or subject would be surrounded by vivid 
colour. Perhaps the efièct of a single scene on the larger polychrome 
interior or exterior would be similar to trying to discern a single piece 
of graffiti in a building covered with it. The positioning of works also 
3
 Art historians dealing with medieval sculpture sometimes comment on the lack 
of visibility of many works, but to my knowledge there has been no attempt to see if 
'visible' and 'obscure' works differ in subject or treatment. A case in point is Cahn's 
otherwise interesting essay. Walter Cahn, "Romanesque sculpture and the spectator" 
(paper presented at the Romanesque sculpture in its architectural setting, Lincoln, 
1988, 1992). 
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plays a part. If a capital was only visible from the choir, how many 
were likely to have seen it? A capital face on the inner side of a clois-
ter would have more people passing close to it, but it would be poorly 
lit. A painted ceiling would be visible throughout a church, but was 
it too high to discern details? Each building requires a careful study 
of not only its physical position and the situation of each part of the 
iconographie programme, but also of its archives pertaining to how it 
was used and by whom. Such a programme is far beyond the scope 
of the present study, but a first step has been taken by considering the 
physical position of the representations of the fall in a representative 
selection of buildings. 
Based on the Index of Christian Art, Utrecht, and supplemented 
by various reference works, a list was made of representations of the 
fall in sculpture, wall-painting and stained glass dating from the late 
eleventh to the mid-thirteenth century that could be viewed in situ. 
This delivered forty-six sculptured scenes, mostly high relief, sixteen 
wall-paintings and nine windows.4 The majority of these thirty-
seven sculptures, six wall-paintings and six windows—are to be found 
in present day France. Therefore a route was planned to take in a 
representative selection of these French buildings, since the exigencies 
of time and budget precluded visiting all the sites. The sites included 
monasteries, small churches, cathedrals and places of pilgrimage, 
and stretched from northern France and Normandy to Provence and 
the Languedoc. In all, seventeen depictions were viewed in situ and 
included glass and wall-painting.'' In addition other churches whose 
light came chiefly from natural sources were visited to try to assess 
how much detail was generally visible. Almost all sites were viewed in 
clear, bright weather in early autumn between 10 a.m. and 4 p.m. Of 
the eight sites with exterior sculpture the representations at five were 
easily visible, two were reasonably visible and the subject of one could 
scarcely be discerned. The case with internal sculptures was otherwise. 
One was very clearly visible, but only from a certain point in the ambu-
latory, four were reasonably visible and one scarcely discernable. The 
4
 Other works were found in a perusal of literature, but many of these were not in 
situ, or at least not in their original place. 
5
 This number includes Cluny in the form of a reconstruction, and the cathedral of 
Notre Dame in Amiens, St. Trophime in Aries and Notre Dame du Port in Clermont-
Ferrand that were viewed and photographed earlier. A eighteenth was planned at 
Vienne, but unfortunately at the time of the visit a funeral service was taking place, 
making research there inappropriate, and only a rough impression could be gained. 
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visibility of interior sculptures in particular was subject to light and the 
position of the viewer. Although only one painting was viewed in situ, 
photographs of other sites and other subjects leads to the conclusion 
that these were generally very clearly visible. Glass from the period is a 
rarity and most of the sites on the list date from the thirteenth century. 
The complexity often found in stained glass windows, and the reliance 
on light, make the visibility of scenes in this medium extremely variable. 
Since each site had factors that could influence the physical visibility, 
the public and the degree of comprehension required each depiction, 
or series of depictions, will be considered briefly in context before the 
iconography is analysed. 
There are two depictions of the fall on the right portal of the cathedral 
of Notre Dame, Amiens; one is a scries of scenes showing the events 
described in Genesis 1-3, while the other shows only the temptation 
of Eve. Both are clearly visible and would be even clearer when their 
polychrome was intact. They are both to be found on the portal of the 
Virgin in the main façade of the cathedral of a busy town. In fact, the 
series of scenes are to be found on the pillar that supports the Virgin, 
and could hardly be missed by anyone entering the church by that 
portal. It can be assumed that these depictions had a large audience, 
especially with the contemporary devotion to the Mary and the spec-
tacular effect the polychrome Virgin must have had.6 Much the same 
applies to the fall scene on the porch of St. Trophime, Aries, although 
its position at the side makes it less prominent than the images of saints. 
The fall is, in fact, the first scene of a frieze that covers both sides and 
the front of the porch, although viewing it from the side, that is not 
immediately obvious. The sculptures on the north porch at Chartres 
are far less obvious. Today the north porch is faced by buildings across 
a relatively narrow street and draws far fewer tourists and others than 
the west or south porch. Further research would be necessary to find 
out how popular the north porch was with both citizens of Chartres 
and pilgrims. The depictions of the creation and fall are found on the 
archivolts of the central doorway, and like many other porches such as 
Malmesbury and Amiens, it is crammed with figures and detail, and 
even after extensive restoration and with knowledge of the location of 
6
 The gilding on this statue was probably of a later date since 'the extensive layers of 
thick orange oil mordant' resemble the eighteenth century layers on the Vierge Dorée 
of the south transept. Christopher Weeks, "The 'Portail de la Mere Dieu' of Amiens 
Cathedral: Its Polychromy and Conservation," Studies in Conservation 43 (1998). 
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the scenes, it takes a certain amount of efibrt to pick out the scenes 
in question, the eye having to move between the outer arch and that 
next to it, and the angle of viewing has to be continually adjusted to 
compensate for the curve of the arch.7 (fig. 86) Porches were the most 
popular site for external sculptures of the fall, whether on the arches, 
trumeaux, capitals or, most popular of all, on the lintels or tympana. 
Despite the centrili position of a portal and its usage, there is no guar-
antee that a scene was highly visible. The very small capital on the 
left of the door of St. Georges-de-Boscherville, even in its heyday and 
in polychrome, would scarcely have caught the eye. The tympana at 
Neuilly-en-Donjon and Anzy-le-Duc are clearly and immediately vis-
ible. Although the tympanum at Anzy-le-Duc is over the portal of the 
priory and not the church itself, it was probably frequently seen. Records 
indicate that the tomb of Hugues de Poitiers, a tenth century prior 
of Anzy-le-Duc, was a popular pilgrimage site, and any pilgrim who 
sought shelter at the priory must have looked up as he or she climbed 
the steep slope and looked at the now sadly damaged tympanum where 
the fall takes half of the space, (fig. 87) The fall at Neuilly-en-Donjon 
is less prominent, being relegated to the corner of the lower lintel, but 
nevertheless highly visible. 
Friezes seemed to have been, generally speaking, less obvious than 
portals. In some cases the frieze is reasonably clearly visible from the 
ground, and would have been more so in polychrome, the frieze on 
the façade on Notre Dame la Grande, Poitiers, being a case in point. 
This is positioned so that it would be well above passers-by and market 
stalls, but not so high as to be unnoticed, even if details were unclear. 
Set above the central portal and the curving side arches the frieze has 
less demarcation than the sculptures in the niches above. Perhaps the 
far greater dynamics of the frieze, and the fact that details are relaüvcly 
easily visible, make it more eye-catching than the more staue figures 
above, (fig. 88) Far more difficult to discern is the frieze of Nîmes Cathe-
dral. While the façade of the Poitiers church is filled with sculpture, 
the present-day façade at Nîmes is a single band high on an extremely 
plain wall, but even the plainness of the façade that throws the frieze 
into relief does not help the visitor viewing with the naked eye. The 
' In the following photographs, arrows point to the reliefs of scenes of the fall. These 
photographs were taken without flash or telephoto lens, in order to simulate the origina] 
effect as far as possible. This does not apply to photographs in later sections. 
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height of the frieze makes it very difficult to identify the scenes, and 
as at the Poitiers church, the corner of the building hampers the view 
of Adam and Eve. (fig. 89) Other placing of sculpture or reliefs on the 
exterior of a church or other building can vary enormously in acces-
sibility. The sculptures on the exterior of the apse at Schöngraben are 
highly visible to anyone passing that side of the church, while the tiny 
plaques on the tower of the church at St. Restituì must leave the viewer, 
who notices them at all, puzzled as to their subjects. 
The capitals found in cloisters form a group of works difficult to 
assess in regard to public accessibility. They were obviously not as visible 
to a large public as those on the façades of churches, but their lower 
height meant that they were more clearly discernable to those who 
were privileged to walk in a cloister. Two types can be distinguished, 
capitals that had separate scenes that could be linked thematically or 
typologically and the capital where the scenes flow into each other. A 
typical example of this last type is to be seen at Moissac where the Eve 
of the expulsion is also the Eve of the labours. This last type presents 
a peculiar problem, since it is clear that a viewer must look at all sides 
of the capital to gain a true idea of what was expressed there. That 
in itself seems a litde odd, as, while three sides could be viewed from 
the cloister arcading, the viewer has to go out into the central garden 
to see the fourth side. Not all sides of a cloister capital are equally vis-
ible, due not only to one side facing outward, but also to the amount 
of light received, dependent on which side of the cloister the capital 
is to be found, the orientation of the faces of the capital and the time 
of day. A degree of hierarchy can be planned into this with the most 
important scenes being accorded the position with the most light, and 
perhaps the least important scene on the outward facing side. This 
is harder to arrange if the reliefs are to be regarded as a continuous 
narrative. In the case of Moissac, the fall itself is shown on the south 
face, ubi es? on the inward-facing east side, the expulsion on the north 
face and the labours facing outward. This means that ubi es? and the 
labours are less visible than the other two scenes. While the narrative 
order is maintained, the flowing of one scene into the next has its 
consequences for how the viewer sees and interprets each scene. The 
Moissac capital conflates the Eve of the expulsion and the Eve of the 
labours, so that the emphasis is laid on the expulsion of Adam: Eve 
is, in fact, already outside paradise, and outside the sheltering arcade. 
While it is clearly very appropriate that the scene of the labours is on 
the outside face, the conflation of the scenes in regard to Eve suggests 
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her affinity with the worldly. Once the capital is removed from its 
original setüng such nuances are lost. If we consider the capital from 
Corbie now in la Musée de Picardie, we have, perhaps, an even more 
interesting conflation. The Adam of the fall is the same as the Adam 
in the expulsion, the other scenes being the creations of Adam and Eve 
and the prohibition on eating the fruit of the tree of knowledge. This 
latter scene, too, is conflated, stretching into the scene of Eve picking 
the fruit. Since we can no longer see how the hierarchy of visibility 
was arranged, it is no longer clear on which scenes the sculptor and 
designer wished to lay emphasis. 
Capitals in the interior of a church present other problems of acces-
sibility. The most popular place for capitals bearing scenes of the fall was 
the choir, and that immediately raises the problem of whether they were 
visible to the congregation, or if only the officiating priests, or monks 
in an abbey church, could see them. It could be argued that anyone 
approaching the altar would have a chance to see them, but this is a 
debatable point. Certainly anyone approaching the altar from the left 
in the church of Notre Dame in Chauvigny, if he raised his eyes and 
the time of day and weather were favourable, could see the first capital 
on the right with its fall scene. On a bright morning and approaching 
from the central aisle, the viewer would be dazzled by the light from 
the choir window, and even if the day was sufficiendy bright, without 
dazzle, little of the capital can be seen unless directly approached from 
the left. The visibility of the fall capital at Cluny, based on Conant's 
reconstruction, would prohibit any clear view from the nave, due to both 
height and angle. Nor would it be really visible from the ambulatory. 
In many cases the choir is relatively well lit by natural light from the 
surrounding windows, although it must be remembered that patterns 
of light from stained glass could alter the degree of visibility; and that 
the light source, coming chiefly from behind, is very dependent on the 
dme of day, as well as weather condidons. In churches that are gener-
ally dim, such as Notre Dame du Port in Clermond-Ferrand, the choir 
capitals are difficult to see clearly, even from the altar steps, except in 
the best of conditions. 
It may be considered that capitals in the nave would be visible to a 
wider audience, however this in not always the case. Vézelay, interest-
ingly, has two capitals depicting the fall," one at the end of the left 
8
 The differences between the two capitals will be discussed later. 
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aisle closest to the choir, the other in the centre of the left hand side 
of the centre aisle. The lighting in Vézelay is low, but on a clear day it 
is relatively easy to distinguish the capital in the left aisle. This capital 
is one of the oldest in Vézelay, dating from the late tenth century,0 
and reused when the church was rebuilt in the first half of the twelfth 
century.lü Its height is such that it is possible for the viewer to note the 
main tenor of the scene, if not all the details. These would probably 
have been clearer in polychrome. The second capital is probably thirty 
to fifty years younger and is to be found just below the ceiling vault-
ing. Its height together with the dim light makes identification without 
aid almost impossible and only fairly powerful lenses can register the 
details. The general difficulty in viewing this capital is increased by 
the fact that the scene of the fall is on the side facing the choir, not 
facing outward into the central aisle of the nave. (fig. 90) Capitals in 
ambulatories are generally more easily visible, being lower and often 
better lit by natural light. Ambulatories were accessible to the laity 
and thus they had potentially a relatively large audience, especially in 
pilgrimage churches. Ste. Radegonde in Poitiers can serve as a good 
example, and, leaving aside the quality of the work, the polychrome 
gives a better idea of how visible it would have been in the twelfth 
century. The capital is fairly low, but not very well lit. The position 
of the fall capital is made dim by the projection of the crypt into the 
ambulatory, nevertheless, details can be clearly seen. The church of Ste. 
Radegonde demonstrates some of the problems of assessing how wide 
the audience would have been. It could be assumed, since Poitiers, the 
place where the saint lived and was buried, was a popular pilgrimage 
site, that the number of pilgrims to her grave would have been large. 
Carrasco, when investigating Potiers, Bibliothèque Municipale, Ms. 250, 
an illustrated life of Radegonde in its context, found that certainly in 
the period following the saint's death her cell in the convent of Ste 
Croix was the centre of her cult, and pilgrims such as Gregory of Tours 
went there to see the objects that were sanctified by their association 
with the saint. The church itself was burned in 955 and again in 1083 
and a new church was consecrated in 1099 when the fall capital was 
made. I think it can be assumed that, after the initial period following 
^ Marcel Angheben and Kristin M. Sazama, "Iconographie des chapiteaux 
romanes," in L· palnmome de la basilique de Vézelay (Charentau-le-Pont, 1999) p. 37. 
10
 J.-B. Auberger and J. Grèal, Vézelay, guide de la basilique (Vézelay, 2005) p. 19. 
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her death until the early eleventh century, few pilgrims would have vis-
ited Radegonde's church, since it seems that the location of her tomb 
was unknown; but in 1012 it was rediscovered by Abbess Beliardis. It 
seems likely then that her tomb would be an object of pilgrimage at 
the new church, but the records of miracles taking place at the tomb 
date only from the thirteenth century onwards. Since there tended to 
be strained relations between the nuns of Ste. Croix and the canons 
serving the church it is possible that some pilgrims visited either one 
site or the other. Nevertheless, I think it would be fairly safe to assume 
that numerous pilgrims visited the church, and, while their immediate 
object would be the crypt, they would also pass round the ambulatory 
and note its décoration. 
When we take into account the eflècts of polychrome it might seem 
that there was little difièrence in visibility between reliefs and frescos. 
However, the majority of the frescos of the period that remain, and 
northern conditions are less suitable for their preservation that the drier 
south, most of these seem to have been unambiguously visible. On the 
whole they are larger, and even if in the choir, more easily discernable 
than capitals. A point to note is that in churches, such as St. Peter's in 
Moissac or Paray-le-Monial where the polychrome has been restored to 
walls and ceilings, the effect of light is much greater than other build-
ings where the grey stone predominates. From photographs it is clear 
that painting round the interior doors, arches and the nave generally 
are clear and forceful. Crypt painting, due to the dim lighting, even 
when now augmented with low-wattage electric lighting, is much less 
visible, but this may have been compensated by the attention pilgrims 
would give to such works. Ceiling paintings are obviously very depen-
dent on the height of the ceiling, the depth of colour and size of the 
figures. Any visitor to St. Savin cannot fail to be almost overwhelmed 
by the paintings of the nave ceiling, much larger and closer than is 
evident from photographs." A point of particular interest is the fact 
that coming from the crypt the ceiling is central to the view, and no 
one climbing those steps could be unaware of the scenes painted above. 
It could be regarded as a drawback to comprehension that the scenes 
follow a somewhat meandering order. The viewer who wishes to con-
sider each scene in its biblical order must begin with the first group 
" During my visit to St. Savin, restoration work, including on the nave ceiling, was 
in progress. My thanks to the staff who allowed me access to the interior of the church. 
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on the left of the upper part of the ceiling, double back to view the 
group on the left lower part. Moving on, the viewer goes deeper into 
the church and follows the scenes on the upper ceiling left and turns 
at the end of the nave and looks at those on the right, turns again at 
the porch end to view first the scenes on the right hand lower part of 
the ceiling, crosses to the left and retraces his steps as far the creation 
scenes and finally turns to follow the history of Moses almost to the 
crypt entrance. This somewhat involved method of viewing has been 
related to the orientation of the church and to an ancient method of 
writing going from left to right and then back again.12 Vergnolle has 
pointed out that it is impossible to judge to what extent the extensive 
fresco cycles of such places as St. Savin and Château-Gontier continue 
an older tradition, since there are so few examples remaining between 
the Carolingian period and the late eleventh century.13 However, in 
view of the general scarcity of images of the fall in north western 
Europe, even in manuscript illumination, before the twelfth century, 
it seems fairly safe to say that it was not a subject that was frequendy 
used in frescos. 
Stained glass is very dependent on weather conditions and the time of 
day for visibility. It is never so obvious as frescos, certainly the glass of 
the late twelfth and thirteenth century, in high windows, and the scenes 
are often small with the dents and unevenness of the glass occasion-
ally causing distortions.14 Of course, in the right conditions a stained 
glass panel is a blaze of glowing colour against a dark background that 
immediately catches the eye. However, it must be noted that a single 
panel, or a series of panels in a larger window, and that window part 
of a row, is not immediately obvious or even identifiable. Viewing the 
scenes of the fall in the stained glass of Chartres, unless one had already 
been informed of the precise locadon of the window—the third from 
the west porch on the south side of the nave—must have been a lengthy 
business assuming that the thirteenth century pilgrim was able to make 
his way through the crowds and had the urne to examine each window 
carefully, and there are one hundred and sixty-seven of them all together. 
Since it must be assumed that he had no special reason for seeking out 
12
 EmanueUe Jeannin, Abbaye de Saint-Savin-suT-Gartemps (Moisenay). 
11
 Eliane Vergnolle, L'art Roman en France (Paris, 2005 (1994)) p. 178. 
M
 My thanks to the staff of la Galerie du Vitraille in Amiens who not only explained 
the art of making medieval stained glass but allowed me to feel the effects of the 
methods on pieces of thirteenth century glass. 
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that window it would be, even more than capitals, one of very many 
scenes. We must also consider how intelligible the window would have 
been to the average man or woman. The window has twenty-four 
figurative scenes set in a background of patterned glass. Perhaps the 
three lowest panels would be more intelligible to the original audience 
than to today's visitor since they depict the activities of the donor of 
the window, the shoemakers' guild. The main panels with a theological 
juxtaposidon would have been more difficult for many. These refer to 
Bede's commentary on the parable of the good Samaritan, found also 
in windows in such places as Bourges and Sens. Such a juxtaposidon 
relied on the understanding of the viewer that the traveller who was 
attacked by thieves is a metaphor for fallen man, and the Samaritan for 
Christ. This would have been no problem for the educated, especially 
since Bede was held in high regard at Chartres, but it could well have 
been puzzling for a simple lay person to understand the connccdon 
between two widely difièring episodes, one from the Old Testament and 
one from the New. The scenes are read from bottom to top and from 
left to right, with the first three devoted to the donor, one to Christ 
recounüng the parable, the following eight deal with the parable and 
the remaining scenes depict the events of Genesis 1-4. This means that 
the final episode of the parable is grouped with the Genesis scenes. 
While this strengthens the idea of a link, it could be thought that this 
could decrease the comprehension for many. 
It is apparent that it would be a mistake to assume that 'public art' 
meant that such works were immediately visible to the majority of 
church-goers and pilgrims. Some certainly were, but others seem to 
have been reserved for a more specialised audience, or even no audi-
ence whatsoever. It could be said that the more specialised or restricted 
audience for the sculptures, glass and frescos is the same as those that 
read manuscripts and examined miniatures. Bernard of Clairvaux in 
his well-known diatribe against ornamentation in churches, accuses 
those who decorate churches of doing so to obtain more money and 
popularity from pilgrims, but says that such things are not harmful to 
the simple and devote layman. How much of the detail of such works 
would be seen by the simple and devout souls? In the case of monastic 
churches we can assume that they could gain litde more than an impres-
sion of the capitals and glass. When the abbot of Farfa asked for the 
advice of Cluny in reforming and rebuilding his abbey, the instrucüons 
he received, based on Cluny itself, that there was to be ample provision 
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for the reception and housing of lay travellers and pilgrims, but they 
were to be housed separately from the main buildings, and even in 
the church they were to be confined to an atrium, so as not to hinder 
processions.13 There are accounts of buildings and churches, but these 
say little of the iconography. Suger of St. Denis is scrupulous in giving 
the inscriptions in his account, along with the costs and the amount 
of gold, silver and jewels, but says little of what was actually depicted, 
giving only a sketchy account of the subjects of the windows. Gervase 
of Canterbury relates the positions of altars and tombs and gives a 
lively account of the architecture of Canterbury, but says virtually noth-
ing of the decoration. Even a twelfth century guidebook to Santiago 
di Compostela deals in a fairly summary fashion with carvings and 
paintings, sometimes giving the subject, but no actual descriptions.10 
Obviously, the use of painting, sculpture, glass and other forms of deco-
ration was regarded as important, yet the lack of detailed descriptions 
suggests that in many cases the effect of the whole was more important 
than individual scenes or groups of scenes. Some works, such as the 
porch of St. Trophime in Aries, can indeed be regarded as, if not a 
book for the unlearned, then a sermon in stone. Others, with a more 
restricted audience, or demanding more time and efiort to see, could 
perhaps serve the same function as miniatures in a manuscript. The 
group of almost invisible works must have drawn their force from the 
fact that their presence was known, the subject was depicted, a sort 
of psychological reminder, an almost magical knowledge that it was 
there, and an expression of the ideals and beliefs of the community 
that lived and worshipped there. 
2. The Basic Types for a Broad Public, a Restricted Public and the 
'Indiscernible' Works 
It is not easy to construct one or more basic types since many works are 
too worn and decayed to be able to perceive details, and for some of the 
more inaccessible works only old photographs or drawings are available, 
and again details are lost. I have constructed three basic types, one for 
15
 Caecilia Davis-Weyer, ed., Early medieval art 300-1150: iources and docummts. Medieval 
Academy reprints for teaching (Toronto, 1986) pp. 128-132. 
16
 Annie Shaver-Crandell, ed., The pilgrim's guide to Santiago de Compostela (London, 1995). 
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each group of those that were easily and widely visible, those that were 
restricted by either access, position or other factors, and those that are 
virtually indistinguishable with the naked eye. In each case I have only 
taken those works that can be seen in situ, or in reasonable facsimile of 
their original position and for which photographs or drawings, either 
my own or others, are available and give sufficient detail to be able to 
analyse the work.17 I have limited the analysis to the scenes of the fall 
itself in an effort to focus on how the guilt was depicted. 
There are various factors that are common to most basic types, Adam 
receiving the fruit, the close visual connection between Eve and the 
serpent, some reference to sexuality and a tempter with a snake's head,18 
although this must be qualified in the case of those works that would 
have enjoyed a wide public. The basic type for the more popular works 
would show Adam and Eve on each side of the tree of knowledge of 
good and evil, Adam on the left, Eve on the right. Adam would receive a 
fruit from Eve. The serpent would be at Eve's face level and there would 
be a strong visual connection between these two. The serpent would be 
just as likely to have a dragon's head as snake's head. While Eve would 
not be seductive there would be references to sexuality in the covering 
of the genitals. The basic type that would be seen by a more limited 
audience, or would require a great deal of time and concentration to 
decipher, would be similar, but Eve would pick the fruit, or more likely 
take it from the serpent's mouth. The serpent would not be dragon-
headed. The basic type that would scarcely be visible would resemble 
the restricted type, but the close visual connection between Eve and 
the serpent would be missing. These types are based on elements that 
are found in fifty percent or more of the works in that group. However, 
there are other factors that come to light and indicate that there was 
an adaptation to the audience. This does not seem to apply to the 
geographical spread, but only to the accessibility. Notable is the fact 
that among the works for a large audience the serpent in fifty percent 
of the cases is shown as a dragon or dragon-headed, whereas among 
those intended for a restricted audience this is only twenty-two percent, 
and there were none at all in works that could scarcely be seen. Four 
works had a dracontopede, or female-headed serpent, the easily visible 
" For a list of the locations of these works see appendix D. 
'" In all forty-six depictions were analysed in general, but only forty had the serpent's 
head intact. 
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trumeau and corbel at Amiens and the less easily deciphered windows 
at Lyons and Sens. In this case I think the later dating of these works 
shows a future trend. The miniatures showed a tendency to show the 
devil as a dragon, referring to Revelation; and it would seem that this 
identification was popular in works intended for the general public, a 
reminder of the wiles of the devil, while the less accessible works tended 
to use the less loaded and textually accurate serpent. 
There is little difference in the incidence of Adam eating a fruit in 
easily accessible works and more restricted works, but a considerable 
difference in the incidence of Eve eating.19 This implies difièrent mes-
sages directed at the difièrent audience. The dangers of temptation 
are shown for both men and women in the more general works, while 
those works whose audience would be restricted to monks and priests, 
or the 'reading' of which would demand time, concentration and pos-
sibly scholarship, lay the emphasis on the temptation for the man. The 
incidence of Eve either picking a fruit or taking from the serpent's 
mouth is less than Adam taking the fruit from Eve in the works for a 
wide public, but the situation is reversed in works intended for a more 
limited public. Particularly noticeable is the fact that there is a far higher 
percentage of restricted works in which Eve takes the fruit, while the 
incidence of both Adam and Eve taking the fruit in the indiscernible 
works is seventy-five percent. There is a far greater emphasis on the 
actions of Adam and Eve in the works that had a small or non-existent 
audience than in the more widely accessible works. This combined 
with the lower incidence of the dragon-headed serpent indicates an 
emphasis on the personal responsibility of the individual to control their 
actions. It would seem that this more restricted audience was deemed 
capable of reflecting on the active roles played by Adam and Eve in 
the fall and of the first steps towards their sin. While this element is 
also present in the more public works, it receives much less emphasis, 
and the warning there lies in the dangers of temptation, rather than 
on man's ability to restrain and control his actions. 
In very few works of any type is Eve openly and consciously seductive, 
perhaps the best preserved of these being in Notre Dame du Port in 
Clermont-Ferrand where the plump and round-breasted Eve not only 
19
 The percentages for Adam eating are 4 1 % in easily accessible works and 50% in 
more restricted works: for Eve eating the percentages are 36% in more public works 
and 16% in restricted works. 
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takes a branch holding three bunches of grapes from the wide open 
mouth of the serpent but holds the stalk of another bunch between 
thumb and first finger inviting Adam to eat. The new capital at Vézelay 
shows a languorous and sensuous Eve taking a fruit from the hidden 
serpent and oöèring another to Adam. These are works that would have 
had a limited or non-existent public, but other more easily accessible 
works, such as the tympana of Neuilly-en-Donjon and Anzy-le-Duc 
also show Eve as a seductress, and in many more she is clearly more 
confident and dynamic than Adam, who is frequendy shown holding 
his chin or arm in hesitation or even grasping his throat,20 but without 
the overt sexuality of the minority of works. Eve's role is emphasised 
in all categories, not only by her greater dynamism but by the visual 
coherence between her and the serpent. In many cases they are held 
in a visual loop from which Adam is excluded. In a number of cases 
Eve is alone with the serpent, notably in the small scene on the corbel 
of the Virgin porch at Amiens, or, less drastically, on the north porch 
at Chartres where Adam inhabits the outer arch and Eve, tree and 
serpent are shown on the next arch inward. In a number of cases of 
restricted works21 the scene is asymmetrical, with Eve between the tree 
and Adam. This also occurs in the works made for a wide audience, 
but very rarely indeed. This lack of symmetry can be interpreted as 
giving an element of deception in the fall: Eve is aware of the source 
of the fruit, but keeps Adam in ignorance. It could be argued that this 
would be an accurate depiction of the Genesis text, but this is to ignore 
the conventions of iconography as established in the earlier miniatures, 
and the fact that it does not often appear in the works intended for 
the general public. While overt sexuality is not common, the major-
ity of works do make some reference to the sexual aspects of the fall 
and not always by conflating the fall itself with the ubi es? covering 
of nudity with leaves. In several works Adam or Eve, or both cover 
their genitalia, either as a seemingly deliberate or as a casual gesture. 
Other works cover genitalia by either 'accidental' means such as the 
Clermont-Ferrand capital where leaves growing from the tree cover 
the groins of both Adam and Eve, or by deliberate means, such as in 
20
 Stoddard in his essay on the fall capital of Airvault claims this is a 'notable gesture,' 
seemingly unaware that it is a relatively common feature in this type of capital. He goes 
on to say that it is 'as if the forbidden fruit had indeed become stuck.' Brooks W. Stod-
dard, "A Romanesque Master Carver at Airvault (Deux-Sevres)," Gesla 20 (1981). 
21
 32%. 
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that in the cathedral cloister in Verdun where both wear loin-cloths.22 
As has been said, overt sexuality is not common, but once again there 
is a considerable difierence between works for a wide audience and 
those for a restricted public. The dangers of sexuality as expressed by 
Eve's seductiveness in gesture or stance is considerably less frequendy 
expressed in works seen by many2 3 than in those seen by a restricted 
audience.24 
Considering the various diflferences in the basic types and the fre­
quency of other iconologica! factors, it can be said that adjustments 
were made to suit the audience. Those works that were intended for 
monks or priests, not unnaturally, are more orientated to the masculine, 
but with a strong bias that warned of female deviousness and sexuality. 
Perhaps it is too strong to say that the works in which Adam is unaware 
of the origin of the fruit point to female deception and deviousness. 
It is more likely that this is a warning of hidden dangers, of trusting a 
fellow human too much, rather than abiding by God's word. Sexuality 
can be a metaphor for all forms of sensuality, but when we take into 
consideration both the written sources and the miniatures it would 
seem that sex is emphasised as a particular danger. This argument is 
reinforced by the fact that overt sexuality is rarer in the more public 
works intended for a lay audience that was permitted a degree of 
sexual expression, while monks and most priests would be expected 
to abstain from all sexual acts. Again the difierence in the frequency 
of the use of the dragon-headed serpent and the increased frequency 
of Adam's actions in both taking the fruit and eating in the restricted 
works points to a difference in the moral lessons given. For the general 
public there is a warning of external danger, an encouragement to be 
on guard against temptation, while for the monk or priest the emphasis 
lies on the control of his own behaviour. It is in this light that we must 
look at the works that are scarcely visible.25 They cannot be said to 
n
 This last sculpture has not been included in those analysed for the construction 
of the basic type since it is uncertain where it originally stood See Vergnollc, L'ari 
Roman en France ρ 340 
2 1
 14% 
, 4
 32% 
^ The Ste Radcgonde capital is remarkable amongst those works that would be 
seen by a large audience because it lays the emphasis on the actions of the Adam and 
Eve, with no serpent visible, at least in the present restored state The figures instead 
are wrapped around with vine-like branches bearing acanthus leaves, and reminiscent 
of miniatures in which figures are entangled in nnccaux 
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be a lesson or something to jog the memory. They must be regarded 
as having a psychological, almost magical effect: in essence they are a 
statement by the community of their position and beliefs that, quite 
literally, is set in stone. Such scenes must have worked through the 
knowledge that such statements existed and, if invisible to the human 
eye, were visible to God. 
2.1 Iconographie Contexts 
The iconographie contexts in which the scenes of the fall are placed 
vary, although many are difficult or impossible to determine. Gener­
ally speaking they fall into three groups: those works that are part of 
a depiction of Old Testament scenes, those that are part of an exposi­
tion of Heilsgeschichte and those that are either part of an extremely 
complex and erudite iconographie programme or seem to be random 
in their placement. In this study the first two categories are of primary 
importance, since we are dealing with how such works appeared to a 
wider public than the learned and erudite who read the manuscripts. 
The first category can be subdivided into those that are part of a depic­
tion of scenes up to and including the history of Moses, and those that 
are part of scenes of Genesis 1 3.26 The second category can again 
be subdivided into shorter or longer versions of Heilsgeschichte.27 
There are notably more depictions of scenes of Genesis 1 3 than of 
the longer Old Testament cycles, though there is little difference in 
frequency between the more popular and restricted works. There is 
a considerable difference in the incidence of the fall being part of a 
cycle of Heilsgeschichte between the accessible and restricted groups. 
These cycles, particularly the short one, are very prevalent in the widely 
accessible group of works,28 while there is only one short version and 
three long in the eighteen works in the restricted group. This indicates 
a particular usage of the Heilsgeschichte theme in respect of the works 
for a wide public. A didactic intent is obvious in these works, some 
of which will be analysed later to see what message is given and how 
that is done. Not surprisingly, works for a restricted audience are more 
Λ
 This obviously does not preclude them being part of a larger iconographie 
programme. 
11
 I include the tree of Jesse in this category. 
2R
 Three long versions and eight short versions in this group of twenty-three 
works. 
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frequently part of a complex or difficult iconographie programme, or 
seemingly random. The works that are virtually indistinguishable show 
no particular tendencies. 
The prevalence of versions of Heilsgeschichte in the group of works 
that would be seen by a wide and varied public seems to indicate that 
a relatively simple message was intended, especially so in the short 
versions. In this the sinful nature of mankind was expressed in the fall 
scenes, and God's care and love in his provision for the redemption of 
his erring creatures. The last judgement is the ultimate scene with the 
rewards for the faithful and the horrors of hell for the unrighteous. It 
must be noted that in some cases there seems to have been far more 
emphasis on the fate of the unrighteous than on that of the blessed. 
Such depictions can indeed be seen as 'books for the unlearned', at 
least in the sense they made concrete stories with which the laity was 
familiar. Without a general knowledge of both the Old and New Testa-
ments the series of scenes would make little sense. In those that show 
the salvation of mankind in its most basic form, such as the tympana of 
Anzy-le-Duc and Neuilly-en-Donjon, this knowledge was brought back 
to its absolute essentials, the fall of man, the incarnation epitomized 
by such things as the last supper and the adoration of the magi—and 
the defeat of death and the devil, either as a last judgement or a 
super aspidem variant. Such a message was surely easily understood by 
all with an elementary knowledge of the Christian doctrine. At that 
level it makes no demands on erudition or subdety. How much more 
the viewer read into or distilled out of these works must have been 
very dependent on the amount of learning and personal inclination 
of that viewer. Nevertheless, there are certain factors that could, at a 
subconscious as well as a conscious level, work on the perceptions of 
the viewer in regard to sin and hell. In these scenes they are closely 
linked, with the incarnation intervening, forming a break in causality. 
The visual reinforcement of the message is enhanced by proximity. 
Proximity also plays a large part in establishing a connection between 
the female and sin. In the majority of works there is a strong visual 
connection between Eve and the serpent that can range from showing 
only the temptation of Eve to a subtle leading of the eye from one to 
the other in a visual circle that excludes Adam. It may be argued that 
in manuscripts intended for an erudite public the connection between 
the female and sin or the senses was an abstract, a metaphor for that 
part of man that was subject to the senses and thereby more suscep-
tible to temptation. In the case of these more public works such an 
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argument cannot be made. The average pilgrim or citizen could not 
be expected to make the distinction between metaphorical and literal 
interpretation. The proximity, the visual connection makes a mental 
and emotional connection between not simply a female element in 
mankind, but woman, and sin. Making this connection visible gave it 
concreteness and validity in the eyes of those who viewed it. Many of 
those viewing it would be women and this would serve to propagate 
the idea that they were especially vulnerable to sin and temptation. 
Perhaps the lack of overt sexuality and seductiveness was also intended 
to appeal to women, who while they could view themselves as, and 
perhaps know themselves to be, chaste could still be convinced of their 
own predisposition to sin. It could also serve to put across the message 
made explicit in such works as the early thirteenth century Ancrene Riwle 
that the female body was a source of danger to the souls of men and 
women themselves, even if they were free from any intention to arouse 
sexual desire in men.2'' 
For this reason it was commanded in God's name in the Old Law that a 
pit should always be covered; and if an animal fell into an uncovered pit, 
the man who had uncovered the pit had to pay the penalty. These are 
very terrible words for a woman who shows herself to men's sight. It is 
she who is represented by the man who uncovers the pit He commands 
that this pit should always be covered with a lid lest any animal should fall 
into it and perish in sin. 'Animal' here means the animal man who gives 
no thought to God and does not use his reason as man oughl, but goes 
on failing into the pit... But the judgement on the woman who uncovers 
the pit is very stern... She is guilty before our Lord of the animal's death 
and must answer for his soul on the Day of Judgement... You uncover 
the pit, you who do anything by which a man is bodily tempted by you, 
even though you may be unaware of it. 
In her study of the Ancrene Riwle Marsh considers this work to be an™ 
... antifeminist discourse, but docs not necessarily refieel blatant hatred, 
fear, or distrust of women... Antifeminist and authoritarian discourse are 
not necessarily synonymous in medieval culture but become so in the Riwle 
author's rhetoric. Such rhetoric continually reinforces the power of the 
medieval church and the weakness of laity regardless of whether the lay 
audience is secular religious, male, female or a combination of these... the 
·
!,
 Cited Alcuin Blamires, Karen Pratt, William Marx, ed., Woman defended and woman 
defamed: an anthology of medieval texLs (Oxford, 1992) p. 52. 
30
 L.K. Marsh, "The female body, animal imagery, and authoritarian discourse in 
the Ancrene Riwle" (Texas Tech University, 2000) pp. 2 3. 
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author's stylistic use of human and bestial body imagery... establishes and 
reinforces authority over a lay audience but does not ignore the gender 
issues which are suggested by the text. 
Marsh's comment could equally apply to the visual rhetoric used in 
these expositions of Heilsgeschichte intended for a wide audience, 
especially since many are in close proximity to depictions of monsters, 
beasts and semihomines. This is reinforced by the pose of Adam in many 
works. He is frequendy not only excluded from the visual circle of Eve 
and serpent and generally less dynamic than Eve, he can also show 
signs of hesitation or doubt such as clutching his throat,31 holding a 
hand to his breast32 or, as on the old capital at Vezelay, covering his 
face. Such works express the idea that the male, aware of the wrong, is 
still unable to deny the temptadon. Adam is not the initiator; he does 
not command authority, or even show negative strength in resisting. 
Frequendy he is not even a willing victim, but reluctant and uncer-
tain. In the works for a wider audience there is less notion of Eve as a 
medium by which Adam succumbs to sin, as an oppositional situation 
between the strong, confident and dynamic partnering of Eve and 
serpent and the vacillating and uncertain Adam. In works intended for 
a schooled public this could be interpreted as the general weakness of 
the intellect and spirit in the face of the imperatives of the senses. For 
a broad public it can be seen as a warning to both men and women 
of the dangers that the female could pose, a warning that was given 
the weight of the authority of the building on which it is displayed, 
and by being given a visible form it acquired a reahty and immediacy 
that words and abstract terms lacked. 
The other side of the feminine was not lacking in the works intended 
for a wide audience. These frequently made a contrast between Eve 
and the Virgin. Their roles in Heihgeschichle were emphasised by the 
juxtaposition of the elements of salvation and damnation. This could 
be done with great emphasis on the role of Mary, such as in the Virgin 
portal at Amiens where the statue of the Virgin holding the Christ 
Child is supported by the scenes of the fall. Here the Virgin tramples 
a dracontopede, taking over the role of Christ in the earlier miniatures. 
This same theme is found in Neuilly-en-Donjon where the seated Virgin 
J
' Amongst other places this can be seen very clearly at St. Antonin, Amiens and 
Neuilly-en-Donjon. 
32
 Good examples of this are to be found at St. Gabriel and Airvault. 
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with the Child on her knee receives the Magi: her feet rest on the forms 
of a dragon and lion. While in all cases it is obviously the incarnation 
that is the means of redemption, the attention is drawn to Mary as the 
medium by which salvation is possible. Not Christ's death on the cross 
but his birth is the bridge between sin and salvation. In some works, 
such as the Amiens portal, the role of the Virgin is far more evident 
than that of Eve, but this optimistic vision must be oßset against the 
scenes of the last judgement and the damned being led to hell. These 
elements of sin, salvation and damnation linked by an interrupted 
causality were particularly appropriate to pilgrimage churches. The 
pilgrim finding himself in a state of sin, the consequence of which is 
damnation, chose to try to purge himself of that sin and avail himself 
of salvation by undertaking the pilgrimage. 
The immense influence of Cluny on pilgrim churches has been 
disputed,3"1 but it is undeniable that very many of the churches where 
depictions of the fall are to be found are on pilgrim routes and were 
part of the Cluniac network or otherwise influenced by Cluny. It is not 
to be marvelled that Cluny would want to influence the pilgrim routes 
since about 1100 there was a formal recognition and canonizing of a 
goodly number of saints.14 The intercessory powers of saints and the 
indulgences acquired by a pilgrimage were an incentive for those in 
search of salvation to undertake a greater or lesser pilgrimage, or for 
such to be an acceptable form of dealing with not only sinners, but those 
found guilty of criminal acts. In Cluny itself, at least Cluny III, the fall 
capital would only be visible to the privileged in the choir. Cluny is one 
of the sites where the tree is oflset, Eve being between it and Adam: it 
is also one of the very few works for a restricted audience that shows 
Eve eating. While Conant did not first consider the fall capital when 
writing on the choir capitals," he later placed this and the sacrifice of 
Abraham firmly in the choir grouping.16 However, little attention has 
been paid to its significance, most consideration being given to Conant's 
" Thomas W Lyman, "The Politics of Selective Eclecticism Monastic Architecture, 
Pilgrimage Churches, and 'Resistance to Cluny'", Cesia 27 (1988) tor an account of 
Cluny's eflbrts to extend its influence and the relationship with the need for income sec 
also Ο Κ. Werckmcister, "Cluny III and the Pilgrimage to Santiago de Compostela," 
Gesta 27 (1988) 
3 4
 Eleanor Vernon, "Romanesque Churches of the Pilgrimage Roads," Cesia 1 (1963) 
33
 Kenneth John Conant, "The Iconography and the Sequence of the Ambulatory 
Capitals of Cluny," Speculum 5 (1930) 
Λ
 Kenneth John Conant, "The Apse at Cluny," Speculum 7 (1932) pp 27-28 
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original eight.37 Among the works considered in this chapter, there are 
more depictions of the fall in the choir than any other part of the inte-
rior of a church. As Scillia has pointed out, the choir was the heart of 
the monastery where 'the monks performed their essential duty. . . The 
liturgy allowed them to participate, as a contemporary observed, in the 
highest realities and in the heavenly mysteries.'18 Perhaps an explana-
tion for the prevalence of depictions of the fall in the choir could be 
found in this. While Scillia, somewhat guardedly, agrees with Mâle that 
capitals one to eight in Cluny 'represent the world system in music,'39 
no explanation is ofièred for the fall. Surely the fall can be regarded as 
one of those highest realities, the intrinsic weakness of man in the face 
of temptation. The fall capital could function as a constant reminder 
to the monks and priests of their (sinful) humanity and of temptations 
that lay in wait for the unwary. As we have seen, the depictions of the 
fall intended for a restricted public varied from those intended for a 
wider audience. More emphasis is given to the actions of the humans 
in actually taking the fruit; Eve's eating of it is relatively rare compared 
to the more easily accessible works, but the incidence of Adam both 
taking and eating the fruit is somewhat increased in the restricted works. 
This combined with the incidence of the tree being ofiset, so that Eve 
stands between it and Adam, gives rise to the idea that these works, 
indeed were adapted to a male public and, in some cases, not only 
the dangers of temptation were expressed but a warning given of hid-
den temptation, of accepting things at face value and not seeking the 
truth behind that which is presented as fair and good. The somewhat 
more austere attitude that could be expected in works intended for the 
(regular) clergy can be seen in the fact that Eve is seductive in twice 
as many depictions for a restricted public than for a wider audience, 
although it is still only found in a minority of works. Furthermore, the 
iconographie context of works for a restricted public is more complex. 
While the depictions aimed at the laity concentrate on the basic ele-
ments of sin, salvation and judgement, other factors play a role in the 
reading of works for the clergy. The reference to Bede's interpretation 
of the parable of the good Samaritan has already been mentioned, and 
' ' See for example Charles E Scillia, "Meaning and the Cluny Capitals Music as 
Metaphor," Gesta 27 (1988) Also Whitney S Stoddard and Franklin Kelley, "The Eight 
Capitals of the Cluny Hémicycle," Gesta 20 (1981) 
38
 Scillia, "Meaning and the Cluny Capitals Music as Metaphor" ρ 133 
m
 Ibid, ρ 144 
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while the 'world system' of Cluny stresses harmony, virtue and divine 
order, capitals nine and ten face each other across the end of the choir, 
the one showing utter obedience, the other the flouting of God's word. 
The capitals of Notre Dame du Port in Clermont-Ferrand depict not 
only such scenes as the annunciation, visitation and resurrection, but 
also a short Psychomachia. In St. Benoît-sur-Loire the emphasis in 
the choir capitals is on the life and miracles of St. Benedict, which in 
themselves may be regarded as a contrast to the fall, but this contrast 
is heightened by the capital of St. Benedict's temptation, where the 
devil ofibrs him a woman. The message given to the clergy is look to 
those who follow the way of God and beware of temptation, because 
it is omnipresent. Even in the church of Notre Dame in Chauvigny, 
eclipsed now and in the twelfth century by the church St. Pierre, makes 
this warning. The only historiated capital, at least surviving, is in the 
choir and is a scene of the fall. 
The capitals in a cloister were surely intended as a source of contem-
plation and meditation. Iconographie programmes of cloister capitals 
are difficult to determine and are frequendy interrupted by what can 
seem inconsequent scenes or simply decorative elements. However, it 
is usually possible to detect major themes. In Moissac for instance, as 
well as the life and miracles of Christ, though not the passion, we find 
the theme of martyrdom, Old Testament scenes dealing with over-
coming difficulties with God's help, and an apocalyptic theme.40 The 
scenes do not represent Heilsgeschichte, or at least not in a straight-
forward sense. Furthermore the arrangement of the scenes seems to 
lack a coherent pattern, although there seems to be some significance 
in the way in which certain capitals are paired with their opposite, 
north/south or east/west. The annunciation and visitation are direcdy 
opposite Abraham's sacrifice of Isaac, the baptism of Christ faces 
Michael defeating the dragon, Habbakuk bringing food to Daniel is 
opposite the Heavenly Jerusalem, while the fall's counterpart is Cain 
and Abel. One major theme is Daniel: he is twice shown in the lions' 
den and there are depictions of the three Hebrews in the furnace, 
Nebuchadnezzar in his madness and Babylon. This last links with the 
Heavenly Jerusalem and the apocalyptic theme with Michael and the 
40
 I base the identification of the frequently worn, damaged or restored capitals on 
my own observation and on the identifications made by Schapiro. Meyer Schapiro, 
"The Romanesque Sculpture of Moissac," Art Bulletin 13 (1931). 
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dragon, the chaining of the dragon, Gog and Magog, and, it might 
even be thought, the Alexander capital as well as John's vision and the 
Evangelists' symbols and the Tetramorphs. Daniel in the lions' den 
is frequently to be found in combination with, or near to depictions 
of the fall, and since this was seen as a metaphor for a hostile and 
dangerous environment it could be regarded as a reference to the post-
lapsarian condition of mankind. The fall has also been brought into 
connection with Nebuchadnezzar and his dream and this may imply 
the theme of pride.41 There is a possible argument in favour of this in 
the ascent of Alexander. This was sometimes regarded as a metaphor 
for triumph, but it was also seen as an expression of pride.42 Pride and 
humility are also themes of the capitals of the washing of the disciples' 
feet and Dives and Lazarus, but even if we take the fall capital to be 
part of this network dealing with hubris it would be simplistic to see it 
in isolation from the other themes present. What the Moissac capitals 
demonstrate is a complex interweaving of themes, the one leading to 
the next and inviting those who viewed a capital to not only meditate 
on its meaning but to place it in a wider theological context. A call is 
made on the viewer's time and concentration as well as his knowledge 
and experience of exegesis. 
In the selection there are only two schemes that deal with the first 
books of the Old Testament up to and including the life and deeds of 
Moses, and these are both so difièrent in treatment and public no general 
conclusions can be drawn from them. The frieze of Nîmes cathedral, 
like most of the building, has been altered and changed, but the left 
hand side of the frieze can be securely dated to the late eleventh or 
early twelfth century. It is this part that depicts Genesis 1-4 and starts 
with the temptation of Eve and goes through to the murder of Abel. 
The right hand side, probably of a later date since it lacks the cleaner 
lines and simplicity of the left hand section, deals with Old Testament 
episodes from the fall of Sodom to Moses receiving the tablets of law. 
The paintings on the roof of the nave at St. Savin are part of an 
extended iconographie programme that wraps the visitor in a visual 
theological exegesis, starting with Revelation in the porch, Genesis and 
41
 Anat Tchenkover, "The Fall of Nebuchadnezzar in Romanesque Sculpture 
(Airvault, Moissac, Bourg-Argentai, Poussais)," ^ntschnfljûr Kunstgeschichte 49 (1986) 
ρ 294 
^ Chiara Settis Frugoni, "An Ascent of Alexander'," Journal of the Warburg and 
CourtaulA Institutes 33 (1970) 
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Exodus in the nave, the saints in the choir and the passion in the gallery, 
while the life of St. Savin is the subject of the crypt paintings. Despite 
the fact that the iconographie programme is 'plus riche,'+J there is a 
degree of simplicity in the juxtapositions of scenes, once the route of 
the nave paintings is clear. The visitor goes from the scenes of the last 
days to creation and man's fall, making an implied causal link. There 
is little doubt that the St. Savin frescos were intended to overwhelm 
and instruct the visitors to the site, while, however centrally situated 
the cathedral of Nîmes might be, the scenes on the frieze are hardly 
discernable by the naked eye. 
Certain works can be seen more or less in isolation, either because 
they were so intended or they have been removed from their context 
or that context has been so altered that, within the limits of this study, 
it is not possible to make any attempt to reconstruct the iconographie 
programme of which they may originally have been a part. However, 
in the selection there are works that belong to a wider iconographie 
context, but also have a narrower context, for example the faces of a 
capital. The fall is depicted on an ambulatory capital in Ste. Radegonde, 
Poitiers, but the other three faces show the story on Daniel in the lions 
den. Interestingly enough, the scene of the fall, the lions devouring a 
prisoner and Daniel amidst the lions would be visible to pilgrims in 
the ambulatory, but they would have had little or no view of the side 
opposite to the fall where the angel brings Habakkuk to feed Daniel. 
The three more terrifying scenes were visible to a wide audience, but 
that which shows most clearly God's protection and divine intervention 
was reserved for the canons saying mass. More commonly, the other 
faces of a capital show such scenes as ubi es? and the expulsion, such 
as those at at Cluny and Moissac. There are also a number of capitals 
that show only the fall such as Notre Dame, Chauvigny, and both the 
old and new capitals at Vezelay. These would seem to function, whether 
within a programme or alone, as a reminder of man's sinful nature. 
Those such as the Chauvigny capital that are to be found in the choir 
can then be firmly placed within the context of the liturgy, a constant 
reminder of the reason for the Eucharist and the reason that Christ's 
sacrifice was necessary. Thus the iconographie context can vary with 
the intended public, the most obvious difierences being the relatively 
simple and basic versions of Heilsgeschichte intended for a wide and 
43
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varied audience and the far more complex doctrinal and exegetical 
works whose public was restricted to those who could be expected to 
understand their subdeties. 
3. Individual Works and Sites 
While observations on general tendencies can give an indication of the 
ideas and backgrounds behind the public depictions of the fall, each 
individual work has its own characteristics and peculiarities, its own 
emphasis and mode of bringing across its message. Having determined 
what were the most usual forms, only analysis of individual works can 
give insight into how the iconography was adapted to a particular 
public. 
3.1 Sermons in Stone—Anzy-le-Duc, Arks and Poitiers 
Anzy-le-Duc 
Anzy-le-Duc is chiefly known for its splendid Romanesque church in 
the crypt of which the relics of Hugues de Poitiers drew pilgrims in 
the twelfth century. Anzy was certainly a lesser pilgrimage site, but its 
proximity to Cluny probably added to the number of pilgrims who 
sought entrance to the church and hospitality at the priory. The origi-
nal church of the priory seems to have been deemed too small for the 
number of pilgrims, and in the eleventh century the present church 
was built to the north of the priory, and forms one side of the square 
enclosed by the priory buildings. At present wide gates, also on the 
north, give access to this square, now private property. A smaller door 
on the southern wall is the entrance to the priory buildings from that 
side. The final approach to this door is a short but steep path and the 
tympanum above is clearly visible. Its present state is poor but it is an 
excellent example of the short version of Hcilsgeschichte. (fig. 91) In 
this case it is reduced to three simple and basic elements, each within its 
own zone. The tympanum itself is divided into two with on the left the 
adoration of the magi and on the right the fall and the hiding of nudity. 
On the lintel are shown the fates of the righteous and unrighteous on 
the last day. The crowned Virgin is seated within an arch and holds 
the Christ Child on her lap. Despite the damage to the relief, both the 
fine detail, such as the crowns and the close and touching gestures of 
the Child and the kneeling magus are clearly visible. The scene of the 
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fall on the right is a highly unusual work for a wider public, as the tree 
is ofiset and Eve's pose suggests a degree of conscious seductiveness, 
(fig. 92) The extensive damage to this part of the tympanum hinders 
deciphering much detail, but the turn and curve of her body as she 
leans forward with outthrust hips is unmistakable. Adam shows himself 
uncertain, hand at his throat and separated from both Eve and the ser-
pent by a tree. The very close visual alignment of Eve and the serpent 
and their undulating poses contrast with the far more upright stance 
of Adam. At the far side of the tree of knowledge of good and evil 
Adam and Eve sit, partially hidden by a bush, their hands clasped to 
their faces in horror. The centre of the lintel is again badly damaged, 
but both ends are reasonably well preserved. Notably here the fate of 
the blessed is of less importance than that of the damned: the blessed 
are indicated by four busts set within the arched building that represents 
the Heavenly Jerusalem, while an angel looks over his shoulder at the 
damned whose fate takes up at least three quarters of the lintel. Here 
winged demons, one riding an immense serpent, haul off the bound 
figures, while a bound and chained demon, possibly Satan, on the right 
hand capital emphasises what lies in store for them. 
In spite of the basic simplicity of the idea of encapsulating the 
history of salvation in three critical scenes, the fall which shows why 
man is in need of salvation, the incarnation which gives the means 
by which salvation may be obtained, and the final fate of those who 
accept or reject Christ, there are numerous subdeties that broadcast 
specific didactic and doctrinal messages of which many pilgrims were 
probably unaware, their effect being on the subconscious rather than 
the conscious mind. The first element that must be noted is that the 
chronological, and indeed the logical, order is not the reading order. It 
could be argued that many pilgrims would be illiterate so such a con-
sideration would not apply. However, for both the literate designers of 
the iconographie programme and the possibly illiterate pilgrim it would 
still be instinctive to 'read' from left to right. We have only to consider 
the numerous friezes of the period whose scenes follow the reading 
order to realise that this arrangement is unusual. The arrangement 
of the scenes enhances the visual message not only of each scene, but 
its connection with the others. One of the most obvious relationships 
between the scenes is the topos that contrasts Mary and Eve. This is 
expressed here not only in the distinction between naked and clothed, 
but also in the upright and controlled pose of the Virgin as opposed to 
the twisting, sinuous pose of Eve. It is this pose that emphasises Eve's 
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connection with the serpent, and thus the diSerence with Mary. The 
tail of the serpent of the temptation almost flows over into that of the 
monstrous mount of the demon below, making a visible connection 
between sin and the results of sin. This visual link is further enhanced 
by the position of Adam and Eve in full realisation of their guilt, direcüy 
above the figures in the hell on the extreme right, one of which falls to 
its knees before the scaly and maliciously grinning demon that follows 
the great serpent. This figure too provides a counterpoint to the magus 
above who kneels before Christ, whose fate and that of his fellows is 
clearly that of the figures in the Heavenly Jerusalem just below them. 
Thus the Anzy-le-Duc tympanum gives not only an encapsulated version 
of Heilsgeschichte, but it also broadcasts a message that was probably 
subconsciously picked up by those who viewed it. The positioning of 
the scenes, the visual connections made, implies a causal relationship. 
This causal relationship was at the basis of preaching, but made con-
crete and visible, not simply expressed in words; it could reinforce the 
acceptance of the didactic purpose of the Church. 
Aries, St. Trophime 
The porch of the St. Trophime in Aries displays a far more extensive 
and elaborate version of Heilsgeschichte than the Anzy tympanum. 
The visual balance between the various elements of Heilsgeschichte is 
considerably less than at Anzy-le-Duc.44 At first glance it would seem 
that salvation plays a lesser role, as the figures in the scenes from the 
incarnation, which are shown on the lower frieze, are much smaller 
than those of the saints or the processions of the blessed and damned. 
It is also notable that neither creation nor crucifixion is shown. The 
emphasis in the portal iconography is on sin and judgment, and the 
role of the Church in salvation. Nevertheless, in this catalogue of 
judgement and punishment, the choices laid out before the Christian 
by God's mercy and the circumstance of the incarnation are clearly 
seen. The whole programme becomes an exhortation to accept Christ 
and avoid the doom of the unbeliever. In this the north and south sides 
of the portal play an essential part and must be read with the frieze 
" This is considering the priory portal as an iconographically independent work 
since it is physically separated from the sculptures of the church, both interior and 
exterior 
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of the blessed and the damned to give a picture of mankind and his 
relationship with sin from the first to the last. 
The north side contains unusual elements, difficult to identify today, 
that make the interpretation of this part, and thus the whole, an 
uncertain business. The upper frieze shows the fall. (fig. 93) On the left 
Adam picks the fruit of the tree, shown as a fig tree. This is an unusual 
iconographie feature, implying a more active and conscious role than 
is usually attributed to him. His left hand would appear to have held a 
leaf to cover his nakedness; this would correspond to Eve's action. The 
serpent winds around the centrili trunk of the tree and holds a fruit 
in its mouth and oflbrs it to Eve. She is on the right and reaches for 
the fruit with her right hand and with her left holds a leaf in front of 
her genitalia. The two figures balance each other, but whereas Adam 
reaches downward to pluck a fruit from the tree, Eve reaches up to 
take the fruit from the serpent's mouth. It is also noteworthy that the 
serpent's mouth is on a level with Eve's face, more specifically with 
her eyes and ear. Where the problematical dragons on the Hildesheim 
doors clearly link Eve's temptation to sexuality, it would seem here that 
Eve is attacked through her senses, sight and hearing. The low reach of 
Adam, then, would imply that his sexuality, or, given the shape made 
by his right hand and the fruit, his susceptibility to Eve's sexuality, is 
the cause of his downfall. 
Under this scene Michael weighs two souls, lifting one by the left 
arm, while the other kneels, his hands held in a gesture of supplica-
tion. The soul being raised is enfolded in the left wing of the archan-
gel, whose head is bent towards him. Both souls gaze up at Michael. 
Almost completely hidden behind the projecting architecture of the 
front is the occupant of the second pan of the scales held by Michael. 
This is a grinning devilish head whose weight seems to balance exactly 
that of the two souls. The theological implication is clear: male and 
female innocence balanced against demonic malice, neither weighing 
heavier than the other. Nevertheless, a less erudite reading is possible. 
Visual proximity implies that these could be the souls and Adam and 
Eve. The souls in Michael's scales are not so much representative of 
male and female, but directly those of Adam and Eve, and the demon 
represents their sin. This would be a more understandable message for 
an unlearned public, but because of the well-known identification of 
contemporary man with Adam and Eve as the first parents, it would 
be at least as equally forceful. The inclination of the spiritual to mercy 
is shown by the loving care demonstrated by Michael, his inclination 
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to favour redemption explicit in his physical attitude. Whether that is 
the case for these souls is unclear. Perhaps Michael's sorrowful expres-
sion is caused by the fate of even the just under the old law: through 
the first sin shown above man is condemned to death, both physical 
and spiritual. 
The third scene shows a naked male figure from the rear wearing a 
Phrygian cap, and with genitalia visible, (fig. 94) This figure has been 
identified as Hercules and there are certain arguments in favour of 
this; in particular the fact that the figure is shown from the rear might 
indicate a reference to the 'Blackbottom' of the myth.4,5 However, this 
seems a somewhat esoteric argument and the identification unlikely 
to be made by the average twelfth century citizen of Aries. Benoit's 
argument rests chiefly on two points, firstly that the figure on the low-
est register is Hercules, which to my mind is very doubtful, and will 
be discussed later.46 The second calls upon the similarity between the 
Aries sculpture and one in Selinunte of Hercules with the Cercopes 
dating from the mid-sixth century B.C. In fact the chief and undeni-
able resemblance lies in the two figures dangling upside down. Even 
setting aside the unlikelihood of the wide knowledge of this part of 
the Hercules legend, there are various objections to the theory that the 
Aries figure represents Hercules. The two smaller creatures in no way 
resemble the 'monkey men,' Passalus and Acmon, who laughed and 
amused him so much that Hercules released them. These two figures 
clearly show their horror and distress, their mouths open in grimace 
and their hands over their ears. Nor does Hercules have either his usual 
attributes or the female clothes he was wearing in the story. He is not 
given heroic proportions, being a squat, even slightly ridiculous figure. 
The main objection to the identification is there seems to be no reason 
why this lesser known episode of the myth should be represented. There 
seems to be no typological connection between the Cercopes myth and 
the iconographical programme of the Aries portal. While the formal 
resemblance between the two cannot be denied, I do not think that it 
goes further than that. In view of the fact that the Phrygian cap was 
45
 F. Benoit, "La légende d'Hercule a Saint-Trophime d'Arles," Lalomus 9 (1950). 
46
 Later arguments that the figure on the lower register is Hercules rest largely on 
Benoit's identification of the nude figure. Dominique Rigaux, "Pour la gloire de Dieu 
et la salut des hommes: le programme iconographique du portail de Saint-Trophime," 
in L·portoti de Saint-Trophime d'Arles: naissance et renausance d'un chef-d'oevre roman, ed. Jean-
Pierre Dufoix (Arles, 1999). The circularity of this deprives the arguments of much 
of their force. 
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often used to denote a Jew, and the scenes above, it is far more likely 
that he is intended to represent the fate of the unredeemed souls before 
the incarnation. There is a certain aflinity with giants representing the 
eschatological death in the Utrecht Psalter and the nudity and genitalia 
of the demonic deaths found in the late tenth to the twelfth centuries. 
In this reading, the two naked souls, one on each arm, dangling help-
lessly, heads down, their faces contorted with fright, their hands held 
over their heads show their horror of their fate. The figure of the old 
law death echoes that of Michael, being almost a reverse image, naked 
where Michael is splendidly clothed, gazing up at the scene above him, 
his head at the reverse angle to that of the archangel. Moreover, this 
scene is balanced by a similar scene on the south wall, a scene that 
is without doubt that of souls suffering the torments of the devil and 
hell. There is no way in which the two figures held upside down on 
the south wall could be brought into connection with the Hercules 
legend. If we accept that the nude figure represents the old law, the 
three upper levels then give a picture of sinful man and his fate under 
the old law, but in the gende aspect of Michael and the hopeful rising 
and prayerful gestures of the souls in the balance, there is the hope 
of redemption. 
The fourth and final scene on the left side of the portal is extremely 
weathered and indistinct. It shows a figure, presumably male, reclining 
and wrapped in a cowhide. This figure, too, has been associated with 
Hercules, (fig. 95) However, there seems to be litde ground for that 
assumption, even assuming Hercules as a typological pre-figuration 
of Christ. He shows none of the attributes generally associated with 
Hercules. Even though the weathering has eradicated many details the 
beard and impressive posture of the Greek hero are lacking, nor docs 
this figure in any way resemble the figure in the Phrygian cap above 
him. Moreover, his two most common attributes, the club and lion-skin, 
are not present. There is no doubt that the figure is wrapped in a cow 
hide, rather than a lion skin. The head and hooves are very distinct, 
and on close examination the strange object between the man's legs 
can be seen to be a bovine's tail. Jean Arrouye writes that the figure 
is 'vêtu de la dépouille du taureau de Crête comme d'un manteau, 
fait de même du lion de Némée,'47 but this seems to be an attempt to 
" Jean Arrouye, "Imagination de la violence (Le Porche de l'eghse Saint Trophime 
d'Arles" (paper presented at the La Violence dans le monde medieval, Aix-en-Pro\encc, 
1994) ρ 13 
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force the identification. Hercules captured the bull of Crete alive and 
brought it to the mainland: he neither killed nor flayed it. Even more 
puzzling is why the figure is shown reclining. This cannot be Hercules 
in the poisoned mantle, as that was supposed to be made of cloth, and 
if an attempt was to be made to indicate the centaur responsible for 
Hercules death, why is a cowhide used rather than that of a horse? 
Nor does the reclining position agree with Hercules' agony and final 
immolation on a pyre. Obviously the shape of the level dictates, to a 
certain extent, the positions of the figure, but it seems unlikely that, even 
if the designer of the iconographie programme wanted to use Hercules 
as a typological figure, he would have decided on a proportionally large 
figure that showed none of the usual attributes or poses of Hercules. 
This objection is strengthened by the fact that lions play a major role 
in the iconographie programme of the St. Trophime porch: they tear 
figures that act as pediments for saints, Daniel sits among them and 
Samson wrestles with his lion. Since there is such a strong emphasis 
on lions it seems absurd that Hercules, whose best known attribute was 
the lion skin, was depicted wearing a cow hide. 
It is worthwhile exploring another possibility, perhaps one that might 
have been better known to the average twelfth century public, even if 
it is less well-known today. The most characteristic element is the cow 
hide, and the rather tortuous route by which the Hercules identification 
came about demonstrates the difficulty in finding an obvious candidate. 
Nevertheless, the prominence given to the figure and its distinctive 
mande implies that it would be easily identified by most contemporary 
viewers. The starting point for any attempt has to be a search for a 
biblical figure that was associated with cowhide, either in the Bible or 
other writings that could have been influential at the time. References 
to cowhide in the Bible, apocrypha and pseudographia are few, and 
those mosdy confined to Exodus and Leviticus. Two of these may shed 
some light on the figure. The first of these, Ex. 29:14, refers to the 
skin of a bullock as a sin offering.48 Leviticus tells of Moses following 
the Exodus rule to burn the flesh, skin and dung outside the camp and 
using only the bullock's blood, fat and kidneys on the altar.49 Again the 
bullock is referred to in this passage as a sin offering. We can then see 
the cowhide as referring to this sin offering, a sign of contrition, a plea 
Carnes vero mtuli el conum etfinum conbures fans extra castra eo quod pro peccato sit. 
Lev. 8:14-17. 
THE FALL IN PUBLIC PLAGES 585 
for God's forgiveness, an attempt at atonement. The second, Lev. 7:8 9, 
states that the priest who offers a burnt sacrifice for anyone shall have 
the skin of the animal.50 There are two characters in the Bible, other 
than John the Baptist, and it is unlikely that he could be our figure, 
that are particularly associated with animal skins. The association is 
made clear by a work, righdy, or more probably, wrongly attributed to 
Cyprianus of Carthage, in which a marriage feast is described.3' The 
feast is attended by numerous Biblical personages and members of the 
early Church, such as Paul and Thecla. Each personage is repeatedly 
characterised by various attributes, so that Noah is seated on the ark, 
while Cain has a plough for his seat and Abel a milking stool. Elijah is 
described as sitting on a skin or hide, possibly because he both offered 
sacrifice and was described in 2 Kings as wearing a leather girdle. 
While Elijah is obviously a symbol for the justice and power of God 
and retribution to backsliders, to identify him with the figure seems 
rather farfetched. 
The second of the two personages associated with animal skin or 
hide is Adam. As was clear from the miniatures, the clothing of Adam 
and Eve was often shown as animal skins. In the work by the Pscudo 
Cyprianus Adam is described as being seated in the centre, which could 
denote his importance as the father of mankind. The passage goes 
on to relate how the guests are clothed in the garments that would fit 
their character: 
Tunc respiciens Rex invitatos suos, sic ml 'Unusquuque vestrum venial in vestanum 
meum, et dabo singulis coenatonas vestei. Tunc ahqui lerunt, et acceperunt. Prunus 
itaque omnium accepht ^achanas albam,... Adam pelliceam 
There are further wordplays on pellu in connection with Adam pel-
lamidon and pellinum. This would seem to indicate that animal skin, in 
which God clothed Adam at the expulsion, could be seen as being so 
closely associated with him that it was sufficient means of identifica-
tion. When we consider the scenes on the upper three levels, and 
especially that of the fall, it would appear that there are good grounds 
for identifying this figure as Adam. If the figure is Adam what is his 
significance in the iconographie programme of the north face of the 
''
n
 Sacerdos qui qffirt holucausti vktimam habebit peUem ems: et omne saenfiaum similae quod coquitur 
in chbano et quicquid m craticuh vel in sartagine praeparatur eius ent sacerdotu a quo ojjhtur. 
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 PL 4: col. 0925-0932C. 
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porch? This affects our understanding of the whole. To begin with 
the most obvious level, it could be a reference to the expulsion, and 
for many it would be seen as such, but it is possible that the figure 
represents Adam as mankind, who acknowledges his sin, but as the 
New Adam or Christ takes upon himself the role of atoning sacrifice. 
This would fit the iconography of the north side of the porch showing 
man as a sinful being, who is judged by the law of his God and found 
wanting. Nevertheless, his acknowledgement of sin and his attempt at 
atonement lead onto the west face of the porch with its great scene of 
the last judgement. The recumbent posture of the figure would then 
be explained: both bullock and Christ as man are the sacrificial means 
of atonement, the one flayed, the other suffering death. This is, of 
course, not the only reading possible, even if we identify the figure as 
Adam. The recumbent position could be an indication of the death 
of Adam. While the Apocalypse of Moses says that Seth was instructed 
to wrap his father's body in a linen cloth, it is quite possible that the 
cowhide could be seen as a means of identifying the figure as Adam 
to the twelfth century viewer. In this case we would get a somewhat 
tighter reading of the north façade. Starting with the upper frieze we 
have the fall of man, then the judgement under the old law and the 
two death sentences on man—that of the spiritual death, shown by the 
naked figure clutching the two souls, and the physical death, appropri-
ately at the bottom, corresponding to the grave. In other words, the 
polyinterpretability of the north façade could be designed to cater to 
various levels of education and intellect. However, given the lack of 
ambiguity in the rest of the iconographie programme I am inclined 
to the view that the north façade shows graphically the coming of sin 
and death, both spiritual and physical. 
If we accept this reading, the north side of the porch gives a picture 
of the fate of man before the redemption, a fate that can be changed 
and corrected. This is to be seen in the way in which the figures of 
Adam and Eve lead into the procession of the blessed, while the figure 
on the lowest register seems to strive to reach round to the glories of 
redemption and the last judgement shown on the front and inner side 
of the portal. In those scenes we find once again Daniel among the 
lions, but here Daniel's salvation is contrasted with those figures that 
form the pediments of the saints. Many of these figures are shown 
being torn apart by lions. Despite these, and the gloomier works of 
Samson succumbing to Delilah and the crushed and defeated figures 
at the base of the trumeau, the sense of optimism generated by the 
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central portion of the portico is remarkable. The centre of this is the 
tympanum where a maj estas is surrounded by the evangelist symbols. 
The events of the nativity are shown in relief on the lower frieze, and 
on the upper frieze we see a soul being carried by an angel to join 
those already resting safely in the bosom of the saints while the dead 
rise from their graves. There is an interruption to the frieze of saints 
that shows a soul departing and being carried to Christ by two angels. 
The key to this is shown on the capital to the right of the door. (fig. 
96) This is a rare conflation. Representations of midwives bathing the 
infant Christ are to be found in several miniatures and other friezes 
such as that at Notre Dame la Grande in Poitiers. The link with the 
other nativity scenes is unmistakable. What gives it its force is the Holy 
Spirit in the form of a dove that descends to the head of Christ, as is 
seen in so many versions of the baptism of Christ. Incarnation and 
baptism are linked in one telling relief that may be iconographically 
unusual but would present no difficulties to a twelfth century audience. 
Its message is simple and clear, linking God's grace with the sacrament 
of baptism. 
After the promises of salvation that dominate the west façade, the 
images on the south side of the portico are shocking in their violence. 
The eye is led to them fairly gradually. While the lower frieze on the 
right hand side of the inner porch wall depicts the adoration of the 
magi, immediately above, in similar architecture, we find an angel 
with a staff and sword to one side of an open gateway. This is very 
reminiscent of expulsion scenes, but on the far side of this gateway 
are a group of the damned, turned to the doorway where a hand of 
God bars their way. These figures are clad, but others turn to their left 
where, naked they are led into the flames of hell. This procession of the 
damned continues round to the south façade where they are awaited 
by a demon, the flames of hell still bearing traces of their original red. 
Under this frieze, the shepherds make their way to Christ's Nativity, 
but this is lost in the large and violent scene below. This echoes the 
scenes on the north façade, but increases the horror and violence. This 
is the fate of those who, sub gratia, reject Christ and for whom there is 
no hope. (fig. 97) Here a demonic figure, far more fearsome than the 
nude man, holds two souls again upside down. The souls are held in 
a much tighter grip and flames frame the under part of the scene, as 
well the procession of the damned above. Clearly the souls arc not in 
the grip of a guardian of one of the upper hells, but in the clutches of 
Satan. Their fates echo and exaggerate the fate of the two souls on the 
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northern side. While the genitals of the nude on the north are clearly 
visible, on the south their place is taken by the figure of Luxuria, a nude 
female seated on a dragon. Her position between the splayed thighs 
of Satan makes her a sort of enormous phallus. This aspect of sin is 
emphasised by the intertwining of the figures. Luxuria's elbows rest on 
the demonic thighs and Satan's cloven hooves on the mouth and tail 
of the dragon, the tail of which winds round his ankles. Under this 
scene we see a number of mythological creatures, which can be seen 
as a reference to the fate of pagans. 
The march of souls wraps around the whole portal, starting with 
the fall of man, and thereby can be seen as making a reference to the 
apocryphal accounts of Christ's descent into hell and the leading forth 
of the fathers, including Adam and Eve. They blend into the procession 
of the blessed, which, on reaching the inner porch, reaches the safety of 
the bosom of Abraham." The aposdes form the next part of the upper 
frieze, directly under the Christ in majesty and are followed by Michael 
closing the gates of heaven against the damned. Turning to the outer 
part of the porch once more the damned chained together make their 
way to hell, finally ending on the south side two deep and guarded by 
the demon. The viewer, having followed this eschatological relief, can 
then view the smaller lower frieze. From the south side this starts with 
the annunciation to the shepherds;33 the direction taken by the shep-
herds leads the eye of the viewer back to the front part of the porch, 
the saints and the last judgement. It is as if they have turned towards 
redemption and therefore can leave the vision of hell below and above 
them: their fate after the incarnation is not what it would have been, 
because they chose to turn towards Christ. Both sides of the portal can 
be seen as showing the fate of those who are not, or not yet, redeemed: 
they are excluded from the view of Christ in Majesty, but on the north 
face there is the hope of salvation for those willing to turn to Christ, 
while the fate of those on the southern aspect is sealed. The one side 
gives a view of a reversible judgement and sentence, the other the last 
and eternal fate of the damned. The convergence of the scenes on the 
centre of the west and the Christ in Majesty has the effect of drawing 
the viewer into the portal and into the Church, as if to say, 'This is the 
32
 Two further figures, each holding two souls, have been identified by Rjgaux as 
Isaac and Jacob. Rigaux, "Pour la gloire de Dieu et la salut des hommes: le programme 
iconographique du portail de Saint-Trophime." 
''
1
 This subject receives an unusual amount of space and emphasis 
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way to salvation.' The message of the St. Trophime portal is broader 
and more elaborate than that of Anzy-le-Duc, but it is equally easy 
to understand, if we abandon the identification of the figures on the 
north side as Hercules and accept the two figures as the old law and 
Adam, repectively. The tympanum and the statues of the saints act as 
a funnel to direct the viewer and draw him in. Salvation lies with the 
Church and the horrors of hell await those outside its embrace. 
Poitiers, Notre Dame la Grande 
Notre Dame la Grande in Poitiers has been described as 'plus tradi­
tionelle,'14 and it broadcasts much the same message as St. Trophime 
and is just as clearly visible. Perhaps it can be said that its message is 
even more straightforward and somewhat less orientated to the role of 
the Church in salvation. Its message is given in the form of a pyramicf 
with a fairly short version of Heilsgeschichte as the base, two rows of 
saints, the lower eight seated, the upper six standing. At the apex is a 
Christ in Majesty shown in a mandorla, surrounded by the evangelist 
symbols with sol and luna above him. The viewer begins to 'read' from 
the lower left with the fall, through the Old Testament prophets to 
the incarnation, then to rise via the saints to Christ. Like Anzy-le-Duc 
and St. Trophime the history begins with the fall, not the creation, 
and ends, in the frieze, with Christ's birth, not his death on the cross, 
but unlike them does not hold out the threat of hell. Interestingly, 
Nebuchadnezzar, indentified by an inscription, is shown next to the 
fall. Unlike the Moissac capital on which he is shown crawling as a 
beast and eating grass, the king of Babylon is enthroned and in his full 
power. This is possibly linked to the idea of punishment for sin and the 
state of mankind in exile from God. The language of Jeremiah 51:34 
also provides a link with the fall, comedit me devoramt me Nabuchodonosor 
rex Babylonis reddidit me quasi vas inane absorbuit me sicut draco replevil ventrem 
suum tenentudine mea et eiecit me.ib The next stage in redemption is shown 
by the prophets Daniel, Jeremiah, Isaiah and Moses. The force of this 
message is given extra emphasis by the fact that the scenes are not 
grouped with the Old Testament on one side of the doorway and the 
New Testament on the other. The annunciation follows the prophets 
5 1
 Vcrgnolle, L'ari Roman en France ρ 258 
5 5
 Nebuchadnezzar king of Babylon has devoured us, he has thrown us into confu­
sion, he has made us an empty jar L·ke a serpent he has swallowed us and filled his 
stomach with our delicacies and then he has spewed us out 
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and again emphasis is added by the inclusion of a small tree of Jesse 
that refers back to Isaiah 11:1, but in this case the flower is replaced 
by a dove, thus making the divine nature of Christ even clearer. The 
right hand half of the frieze is totally concerned with the events sur-
rounding the nativity - the visitation, nativity and bathing the Christ 
Child. Unlike St. Trophime, Anzy-le-Duc and others there is no scene 
of the acknowledgment of Christ, such as the adoration of the Magi 
or the annunciation to the shepherds. The scene of the bathing of the 
Christ Child is less obviously a reference to baptism than that of St. 
Trophime, since the dove is missing, but its position at the end of the 
frieze and the form of the tub used would inevitably bring baptism 
to mind. 
The viewer is presented with a simple progression from the fall to 
the incarnation, with the emphasis on inevitability and causality. There 
is the question of whether the figure of Nebuchadnezzar would be 
recognisable. There would be litde problem with the prophets since 
even if their books and scrolls were illegible such figures bearing these 
attributes would be identified as prophets. Nebuchadnezzar's name is 
given clearly on the inscription by his head and would probably have 
been visible in polychrome, being in considerably larger lettering than 
that found on the scrolls of the prophets. This, of course, would only 
help the literate, although it is more than likely that most illiterates 
would be told that this figure was the king of Babylon. What the figure 
would represent to a wide public is an open question. Babylon was 
synonymous with the evil of the world, the andthesis of the Heavenly 
Jerusalem. Whether connections would be made with the theme of exile 
or pride would be dependent on the level of knowledge and learning. 
Nevertheless, the close proximity of Nebuchadnezzar to the fall scene 
would lead the viewer to infer something of the kind. 
The scene of the fall itself is very typical of those intended for a 
wide public, (fig. 98) Eve is slightly more dynamic than Adam, but not 
overdy or consciously seductive. The work is badly damaged, but from 
what is left of the arms we can be certain that neither Adam nor Eve 
eats a fruit. We can also deduce that Eve does not take the fruit from 
the serpent, but from the position of her right arm and the way the 
remnants of Adam's right arm are placed forward, she reaches out 
to offer the fruit and he to take it. Visually Eve and the serpent are 
linked: her arm brushed the serpent's body and she leans forward, the 
angle of her head, hair and neck echoing the serpent's curves, while 
Adam seems to withdraw slighüy. This impression is due not only to 
the column that juts out before him, but also to his posture. He holds 
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leaves in front of his genitals, and it can be seen that there is also a 
leaf before Eve's pudenda, presumably held in her left hand. The fall 
scene of Notre Dame la Grand conforms to the basic type. The over-
all iconographie programme of the façade is highly optimistic. In this 
case Heilsgeschichte ends with Christ in glory, but not as a judge. No 
damned go to eternal punishment, no souls are weighed and found 
either worthy or wanting. The message of Notre Dame la Grande is 
that this is the way to Christ, a way ordained from the first. After the 
original mistake and sin of mankind, the means of his reconciliation 
with God was foretold by the prophets and made fact by the incarna-
tion. The role of Mary in this is great, the scenes of the annunciation, 
visitation and nativity taking up a large portion of the frieze. Her role 
far outweighs that of Eve. On this basis the saints rise up to Christ and 
take the eye of the viewer with them. 
3.2 The Complexity of Habgeschichte—the North Transept Portal 
at Chartres 
By the twelfth century Chartres already had a long and close connection 
with the Virgin. In the ninth century it had received its most important 
relic, the tunic of the Virgin, as a gift from Charles the Bald, and this 
added to its fame and attraction as a place of pilgrimage. The build-
ing itself suffered from various raids and disasters, being burned in the 
eighth and ninth centuries. Another fire in 1120 wreaked havoc, but 
rebuilding was set in motion by Fulbert, bishop of Chartres and sup-
ported by the gifts of various European monarchs. In 1134 fire ravaged 
the town of Chartres and damaged the west front of the church, thus a 
new façade and two towers were built. Another fire in 1194 destroyed 
all the church, except for the crypt and the newly-built portal and tow-
ers. At first it was thought that the precious relic, Mary's tunic, had 
been lost in the fire, but the recovery of that and the enthusiasm of 
the papal legate, who was in Chartres at the time, spurred townsfolk, 
clergy and foreign notables to the rebuilding of a church that would be 
even finer than Fulbert's church. The window donated by the butchers' 
guild shows the work of volunteers and donors.56 This new building 
gave more emphasis to the transept portals than was found in Roman-
esque churches. The north portal was completed in the early thirteenth 
century and the central bay of this is dedicated to the Virgin, with her 
Etienne Houvet, Chartres, a guide to the Cathedral (Chartres, 2005) p. 12. 
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dormition and ascension on the lintel and tympanum.57 The trumeau 
shows St. Anne holding the infant Virgin, probably placed in such a 
prominent place due to receiving the head of St. Anne in 1204, the 
gift of the Count of Blois. The flanking statues give the prophets of 
salvation, from Melchizadek, through Abraham, Moses not only with 
the tablets of law, but also the brazen serpent coiled round his neck, 
and David with the instruments of the passion. Moving and reading 
from left to right, there are Isaiah, Jeremiah, Simeon with the infant 
Jesus, John the Baptist and finally St. Peter as a bishop, emphasising 
the role of the Church in salvation. On the pillars more Old Testa-
ment prophets stand, supported by scenes from the stories of Samuel 
and David. The archivolts are filled with angels and the ancestry of 
Christ, and in the outermost two arches the story of the creation and 
fall is given. 
The carving on the archivolts is fine and again reads from left to right, 
but moving back and forth between the outermost arch and that next to 
it. The viewer has not only to go from one arch to the next, but must 
move backwards and then at the apex turn 180° to follow the narrative. 
This requires dme, concentration and space, especially as the figures 
are not large and the details of the higher scenes not always clear, (fig. 
99) The tender gesture of the Logos as he moulds the final details of 
Adam's head is somewhat lost by the distance and angle of the scene. 
The scene of Adam with the Logos denotes a special relationship. In 
the other creation scenes the Logos sits in the outer arch and raises his 
hand to that which is created in the inner arch. The creation of Eve is 
less tender, but still a hands-on creation: she stands before the seated 
Logos who holds her right hand in his left and rests his right hand 
on her shoulder. These details are scarcely visible, but for those who 
knew they were there they would provide a counterpoint to Christ's 
reception of his mother on the tympanum. The scene between Christ 
and his mother is considerably less hierarchical, perhaps less tender, 
but emphasises the dignity of the Virgin. This dignity is apparent in 
her upright pose and crown, even though she bows her head slightly to 
her Son. This makes a strong contrast also to the Eve of the tempta-
tion, which, being lower, is slightly more visible, (fig. 100) The damage 
" Note that the Virgin also holds a place of unprecedented honour on the west 
façade For further details sec Laura Spitzer, "The Cult of the Virgin and Gothic 
Sculpture Evaluating Opposition in the Chartres West Facade Capital Fneze," Gesta 
33 (1994) 
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to the work cannot disguise the fact that, although Eve has no sexual 
characteristics and Adam does, her pose is the more dynamic. Adam 
seems to pull back a little, and once again he clutches his throat with 
his hand: from the remnants of the arms it would seem that Eve is 
offering a fruit, but in a casual fashion, not insisting but perhaps trying 
to bring Adam closer, and he is reaching out cautiously to accept it. 
Judging from the angle of Eve's right arm and fragments by her mouth 
it also seems likely that Eve was eating, but this is not certain. What is 
very evident is the visual alignment between Eve and the serpent. As 
in many of the miniatures of the period, this is a dragon with forelegs 
and claws. Not only is the tree oSset, with Eve between Adam and the 
serpent, the placing of the niches effectively conveys the message that 
Adam is ignorant of the source of the fruit. Extremely noticeable is 
the similarity of expression between the serpent and Eve, both with 
open mouths, and if Eve was indeed eating then this similarity would 
be increased. She is depicted as showing pleasure in her actions, there 
is no sign of furtiveness or guilt and she seems to smile with pleasure 
and be very aware of the dragon at her shoulder. The placing of the 
figures and Adam's slight withdrawal create a distance between them. 
This distance is also to be found in the remaining scenes. While the 
Logos in the outer arch asks ubi es? the two figures cannot be said to 
have any real contact. Adam turns his face away from Eve and she 
stares ahead of her. Even more notable is the scene of confrontation, 
in which the Bible narrative is followed as Adam blames Eve and she 
blames the serpent. The closeness between God and man in the cre-
ation scenes has vanished, but it must be said no unity between the 
two humans is shown in Chartres archivolts; in fact, although Adam, 
recognisable by his short curly hair and genitalia, appears three times 
in the arches between the creation of Eve and the temptation, Eve 
does not appear at all. Houvet describes the scenes as Adam and Eve 
happy in Eden'58 but there is no sign of Eve, though I would agree 
that two of these at least do show Adam's ideal existence; in one he 
regards a tree and in the other he sleeps. The scene above is possibly 
a prohibition scene, however, this seems unlikely since the figure of the 
Logos, although holding a book, turns away from Adam and totally 
ignores the vegetation. The expulsion is carried out by an angel and, 
true to the icongraphic tradition, Adam looks back while Eve looks 
Houvet, Chartres, a guide to the Cathedral p. 40. 
594 CHAPTER FIVE 
forward. The earlier scenes were supported by the representations of a 
city, thereby making an implicit connection between paradise and the 
Heavenly Jerusalem as man's natural abode. The city disappears with 
the expulsion, equating the world with the absence of God's city. The 
final scene, although very badly damaged, shows Eve in a secondary 
role. Adam is to the fore and digging, while she stands behind him, 
the remains of a distaff visible in her hand. Again there seems little 
unity between the two, and the tilt of Eve's chin invites comparison 
with the gende acknowledgement shown in the angle of Mary's head 
on the tympanum. 
Just as in Aries, the central bay of the north transept portal in Char-
tres seems almost to funnel the viewer into the church, the tympanum 
being the focus of attention. The other figures lead towards this, even 
though the procession of prophets works outward on the right hand 
side. It can be said that the eye is led to the tympanum and lintel, and 
the remaining figures require the viewer to draw back and consider 
their relation to both the triumph of the Virgin and the role of the 
Church. Unlike the works previously considered in this chapter, the 
message of Heilsgeschichte at Chartres is complex, making consider-
able demands on the viewer and his or her knowledge. It is a portal 
dedicated to the Virgin, not so much to her role as intermediatrix for 
mankind, but as both the medium whereby salvation is possible and 
as a symbol for mankind redeemed. The prophets indicate the coming 
of a Redeemer, but the focus is on Mary herself, from her infancy to 
her deathbed, showing her humanity. The apex of this is not Christ in 
judgement on mankind, not the fate of the blessed and the damned, 
but Mary's reception in heaven, her triumph over death. In this she 
can be seen as a symbol of the Chrisdan soul; through her mankind 
can regain the place God intended for him; perhaps this is why we 
see the scenes of Adam in paradise. Eve is not depicted as seductive, 
nor is there any emphasis on sexuality, but she is definitely linked with 
the sin of forbidden enjoyment: her satisfied smile in the scene of the 
temptadon is witness to this. The ofiset, hidden tree points to the dan-
gers of accepting things at face value, and this is linked to the female 
by making Eve the medium whereby such temptation can be offered. 
Obviously this can be seen as a straightforward warning against women, 
but the Chartres portal has a more erudite level for those who could 
see it. As is found in many of the miniatures, it makes the female the 
symbol of the senses, not only by showing Eve's evident enjoyment but 
by showing Adam, symbol of the intellect, alone in paradise and later, 
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by the lack of contact between Adam and Eve, points to the roles of 
sense and intellect. The transept Virgin portal at Chartres has various 
levels of reading. For the mass of pilgrims who came there was the 
triumph of the Virgin and the prophets, some of whom were prob-
ably instantly recognisable, such as Abraham and John the Baptist. If 
they looked closely at the archivolts and deciphered the story of the 
creation and fall it would be seen as a contrast between the roles of 
Mary and Eve. The more complex message was surely intended for 
those who had the time and learning to consider and meditate on the 
relationship between the different aspects presented. 
The depictions of the fall on the north transept portal are not very 
easily accessible, but this was not the only representation of the fall in 
Chartres. In the south wall of the nave is the good Samaritan window, 
the upper levels of which depict the fall. Despite its position in the nave 
the glass version of the fall is not very obvious. Chartres housed many 
of its pilgrims in the cathedral itself, the paving of the nave being on 
a slope to facilitate cleaning, and many of the windows having panels 
that could be taken out to air the place. How many pilgrims in the 
extremely crowded conditions would have the time or opportunity to 
examine carefully each of the hundred and sixty-seven windows? The 
visibility of any scenes in glass is very dependent on the season, the 
time of day and the weather conditions, while the height of the scenes 
of the fall adds to the difficulty of discerning both scenes and details. 
The window is a lancet to be found halfway along the south aisle, and 
while not as high as those in the central nave, still requires the viewer 
to crane his neck to study it. It was donated by the shoemakers' guild 
whose activities are seen in the three lowest sections. The window must 
be read from bottom to top and from left to right: Christ telling the 
parable and the events of the parable form the subjects of the lower 
quatrefoil and the medallions above. The final scene of the parable, the 
Samaritan caring for the traveller at the inn, is shown in the lower lobe 
of the central quatrefoil. This makes a visual link with the story of the 
fall; the creation of Adam, Adam in paradise, the creation of Eve and 
the prohibition form the other four sections of the quatrefoil. 
The medallions above add a scene of Adam and Eve in paradise, 
presumably so that the scene of the temptation and fall can be placed 
centrally, while the ubi es? scene is on the right. The upper quatrefoil 
is not in full reading order with, centrally, the Logos giving judgement 
on the pair, with the expulsion below, the labours on the left, Cain's 
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murder of Abel on the right and Christ in Majesty in the uppermost 
lobe. (fig. 101) There are similarities to the reliefs on the archivolts 
of the north transept portal. Not only do we have Adam enjoying 
paradise, but certain details are common to both. While the extreme 
tenderness of the creation of Adam is lessened in the window, the 
Logos still moulds the head. In the fall scene, Eve's stance is similar 
to the carved version and Adam again holds a hand to his throat, 
and in the scene of the labours both are dressed in loin-cloths, as they 
are in the relief. Nevertheless, there are a number of differences, the 
chief of which are the unambiguous representation of the prohibition 
and the murder of Abel, perhaps included at the express request of 
the shoemakers' guild as essential parts of the narrative. A further link 
with the north transept portal is the next window moving east. This 
was again donated by the shoemaker guild and celebrates the dormi-
tion, assumption and coronation of the Virgin: thus the shoemakers, in 
their windows, echoed two of the most important themes of the portal. 
Another point to remember is that, however difficult to distinguish, 
the stained glass is really only visible from within the church. While 
modern electric lighting can sometimes light up lower windows so that 
their depictions are visible from outside, the high windows of Chartres 
and other churches of the period would be insufficiently lit by candles 
to make clear scenes, even at night. The windows then can be seen 
as intended for those already in the church, not only depicting events 
but clothing the interior of the church and those within in the colours 
and light filtered through their glass. It was as if those in the church, 
whether townspeople or pilgrims, were bathed in the stories of the 
Bible and the lives of the saints. In the predominandy blue light cast 
by the good Samaritan window the scene of the fall stands out, a disk 
of red. However, even though having found the window and their eye 
being drawn to the red medallion, to distinguish the details is no easy 
matter. Even with powerful magnification it is difficult to distinguish the 
serpent coiled in the tree. (fig. 102) Eve's attention seems to be focussed 
on the serpent, and her stance is open and confident as she holds a 
fruit evidently just taken from the mouth of the winged, dragon-headed 
reptile. Adam leans slightly back, his head inclined towards the tree, 
his left hand held up, his right at his throat. The composition could 
be said to make a visual connection between the serpent and Eve, 
since the serpent's wings form a sort of barrier between the two and 
Adam, but the kaleidoscopic effect of the colours and the shapes made 
by the glass and lead cause this effect to be lost. Many details are lost 
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by the distance and effects of the stained glass. The murder of Abel 
shows the same brutal pose of Cain trampling his brother while he 
swings what seems to be an axe, as in Paris, Bibliothèque Nationale 
Ms. lat. 8846, but this loses its force for the viewer due to the lack of 
distinctness. The good Samaritan window at Chartres is a work com-
missioned by a lay society that had obviously had theological advice, 
especially in regard to the reference to Bede, but it does not seem to 
be directed at the layman. Perhaps it would be best to regard it as a 
work the importance of which lay in knowing that it was there, and 
that the shoemakers thereby made a statement about their beliefs and 
about their relationship with their church. 
3.3 The Differing Accesnbility of Hardham and St. Savin 
In contrast to the difficulty in determining details and the somewhat 
complex iconologica! and doctrinal works of Chartres, the majority of 
painting, whether on walls or ceilings, was easily visible and relatively 
unambiguous. This is not say that there are not puzzling elements for 
the present day viewer, but these works were less inclined to make calls 
on exegetical knowledge, or even the more obscure pictorial conventions 
of the time. They tended to be quite large, whereas sculptured reliefs 
and capitals were generally small. Perhaps the only relatively large 
sculptured work of the fall is at St. Antonin, a pilaster between two 
windows of what is now the Old Town Hall Museum, but at the time 
of the commission was a private house. This fact alone would make 
it exceptional. Other than St. Antonin, few works gave the fall much 
prominence; it appears on tympana and friezes, but never as the only 
subject, its role being to support other subjects such as the last judge-
ment or a starting point for Heilsgeschichte. Of course, it is difficult to 
draw the line between the visibility of polychrome bas relief or even 
high relief and fresco. For the present day viewer both forms have lost 
much of their visual impact, since most frescos are faded and damaged, 
and reliefs have lost their polychrome, and again have been subject to 
damage. Nevertheless, from viewing other works in the choir, whether 
of the fall, as in Aime, or other subjects, it is obvious that even many of 
those would be visible to the congregation, due not only to their colour 
but also their size. Most of the works examined in this study, both for 
the general picture and individual works, are older than the majority 
of the reliefs, dating from the late eleventh and early twelfth centuries. 
This gives rise to the speculation that there were perhaps many more 
598 CHAPTER FIVE 
that have since been lost, and that these could give an indication of 
the public interest in the fall, or of the Church's willingness to pres-
ent the subject visually to a larger audience.59 Are such works to be 
regarded as a 'trial run', cheaper and more easily made and removed 
if the tide of opinion changed? In my opinion the delay in the use of 
sculptured images was caused by the immense project of rebuilding a 
façade or entire church, although it must be noted that many of the 
earlier sculpted works are the smaller, more easily worked capitals. 
The small church of St. Botolph in Hardham contains one of the most 
complete cycles of twelfth century wall-paintings to survive more or 
less intact. They probably date from the early twelfth century although 
the Sussex Archaeological Society report of 1901 places them in the 
second half of the eleventh century. They give a series of scenes of 
the events of the incarnation and nativity, the baptism of Christ and 
various other subjects such as Dives and Lazarus and St. George, pos-
sibly referring to his appearance at the batde of Antioch.60 The west 
wall of the nave also has scenes from hell. Unlike most frescos of the 
fall, those at St. Botolph are not visible to the congregation, being on 
the west wall of the chancel, and thus only those standing inside the 
chancery could see the scenes. There are basically four scenes that 
are difficult to place in a narrative sequence. On the upper left is the 
temptation and fall and, under, a scene in which Adam en Eve stand 
in water. On the upper right there is some form of bovine that Eve is 
milking, and below this the two sit naked, back-to-back. The two scenes 
of milking and standing in water fall outside iconographie tradition, 
but by making a call on the miniature tradition and pseudographia I 
have attempted identification. 
In the Vita Adae et Evae, chapter four recounts how, after the expul-
sion, Adam and Eve roved the earth seeking food but find only that 
which is fit for animals. According to the Vita it was only later that 
God sent angelic advisors to teach agriculture. In the upper right hand 
scene I think we see this search for food. Adam is clearly examining 
leaves or grasses, while Eve is trying to obtain the milk with which an 
animal would feed its young. Chapters five to thirteen of the same 
v>
 It is notable that a number of wall paintings of the fall are to be found in relatively 
small churches such as Anne and Hardham 
Μ
 If indeed the Battle of Antioch is referred to here, it rules out an early date for 
this scene at least 
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work tell of Adam and Eve's attempt to reconcile themselves with 
God, by undertaking the harsh penance of standing in the waters of 
the Tigris and Jordan, Eve for thirty-seven days and Adam for forty. 
This attempt is frustrated when the devil again deceives Eve and she 
ends her vigil prematurely. After this failure Adam and Eve decide 
to separate and remain apart until the birth of Cain, something that 
could well be represented by them turning their backs to each other. 
If these identifications are correct then the scenes follow in reading 
order. This obviously means that these scenes depend very heavily on 
the Vita, rather than on a straightforward rendition of Genesis 3. It 
has already been noted that there are more interior scenes of the fall 
in the choir than elsewhere and, of course, the chancel in the small 
and simple church of Hardham served the same function as the choir: 
the later frescos at Aime, although smaller and easily visible from the 
nave, are also in the choir. Although direct stylistic influence of the 
nearby Cluniac house of St. Paneras at Lewes has been discounted,0' 
the closeness of such an artistic centre may well have influenced the 
iconography and, as has been noted, the fall was a favoured Cluniac 
subject. Hardham was on a well-travelled route and its incumbent 
may have been better versed in pseudographia than the church's size 
would indicate. The iconographie context is interesting. Immediately 
facing the fall scenes are apocalyptic scenes, and on the adjacent walls 
scenes the passion and ascension are to be found. Only the apocalyptic 
scenes would be visible to the congregation in the nave. The scenes 
on the nave side of the wall are the annunciation and visitation. It 
would seem that the chancel frescos served as a very compressed form 
of Heilsgeschichte in themselves, while still forming a part of a larger 
version in the church as a whole. 
The figures of Adam and Eve in the temptation scene are anatomi-
cally pronounced, though hardly anorexic as Perrig claims.02 (fig. 103) 
Traces of underdrawing suggest that Eve at least was originally planned 
to stand more to the left. The composition as well as the style has ele-
ments in common with Junius 11. On p. 13 of that manuscript Adam 
and Eve each point to a different tree as if debating which tree bears 
''' For a brief overview of stylistic influences in the Hardham paintings sec Jacqueline 
Wiltshire, "Medieval Fiddles at Hardham," The Galpin Society Journal 34 (1981) 
62
 Alexander Perng, "Adams und Evas authentische Masse oder Was hat das Men-
schenbild des Mittelalters und der Renaissance mit Noahs Arche tu tun·1," Marburger 
Jahrbuch fir Kumtwusenschaß 22 (1989 ρ 147) 
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the prohibited fruit. In the Hardham painting Adam stands before a 
leafy tree and points to a fruit in his hand, while Eve points to the fruit 
that she takes from the mouth of the serpent perched in a barren tree. 
The damage to the painting is too great to say definitely whether the 
two have an extra-biblical debate on which fruit to eat, or whether 
the pointing fingers simply indicate the origin of the fruit. In favour 
of the first interpretation is the fact that the green tree, with its golden 
fruits, is visually closely linked to Adam, the leaves and fruits virtually 
making a mande for his shoulders. The contrast between the verdant 
tree next to Adam and the bare tree next to Eve gives rise to the idea 
that these must represent the tree of life and the tree of knowledge 
of good and evil. If that is the case, then this depiction of the fall is a 
constant reminder of the choices before mankind, and the facing murals 
a reminder of what is to come. The priest at mass would stand between 
the first and last days with the events of the passion between the two 
walls. Even though the tree is ofiset and Eve stands between it and 
Adam, it is unlikely that in this instance there is a reference to hidden 
or disguised temptation: Eve clearly indicates that she is taking the fruit 
from the mouth of the winged, dragon-headed serpent. In this there is 
a great difiërence between the Hardham painting and Junius 11, where 
in both text and illustration it is made clear that Eve was deceived by 
the devil taking the form of an angel: the Hardham work emphasises 
the source of the temptation by making the serpent into a dragon. 
This is relatively infrequent among the works intended for a restricted 
public, but serves to emphasise the difierence between the trees. The 
identical poses of Adam and Eve, the way in which their knees and 
toes touch, indicate that they can be seen as two sides of human nature. 
The emphasis here is less on the dichotomy between the intellect and 
the senses than on the inclinadon between life and death. 
The paintings of St. Savin-sur-Gartempe are possibly slightly older 
than those of Hardham63 and have been described as:64 
le seul en France à être encore dans quasi-totalité... L'atelier de Saint-
Savin a proportionné les personages et fonction de la perception que les 
fidèles pouvaient en avoir du sol et a choisi les tonalités en fonction de la 
ω
 For an overview ol" attempts at dating see Michel, La Fresque Romaine pp. 152-153. 
M
 Jannie Meyer, "Le peinture murale romane," in La France Romane autemps des premiers 
Capétiens (987-1152), (Paris, 2005) p. 32. 
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lumière; ainsi, les personages de la voûte de la nef, destinés à être vus de 
loin, ont plus de deux metres en haut et sa détachent alternativement sur 
des fonds blanc ou sombres selon les tons de leurs vêtements... 
Despite the height of the nave ceiling the paintings there are clearly 
visible and since St. Savin was not only a pilgrimage site in its own right, 
but close to the major sites of Poitiers and Chauvigny, we can assume 
that its version of the fall was viewed by many. The iconographie 
programme of the abbey church as a whole is very complete, starting 
with the apocalypse in the porch, the events of Genesis and Exodus 
in the nave, the crypt dedicated to the martyrs, Savin and Cyprian, 
while the gallery displays the events of the passion and resurrection. 
Interesdngly, as in Hardham, this all-important part of Hahgeschichte 
was not as widely accessible as the other scenes, but in contrast to 
Hardham the fall itself was there for all to see. This time it forms part 
of a creation cycle and illustration of the biblical narrative ante leges. 
The nude figures are once again anatomically pronounced6'' with lively 
and emphatic gestures, perhaps litde appreciated by those accustomed 
to more static or smooth depictions. 
Movement became their [Romanesque painters] principle occupation. It 
often drove them into a kind of frenzy, which produced disjointed limbs 
and grimacing faces. However, these eccentricities and savageries (such 
as for instance the frescos of St. Savin in Poitou display), are of litde 
account in budding art.1'0 
The figures of the scenes of Genesis 2-3 must be for many present day 
viewers singularly unattractive, not only because of the odd awkward 
pose, such as that of the Adam as he lies asleep with the Logos bent 
over him to extract a rib, but because of the very masculine character 
of the faces. Looked at more closely there is a degree of warmth and 
tenderness shown between the figures, (fig. 104) The cross-nimbed 
Logos holds Adam's wrist as He withdraws the rib and His right hand 
almost seems to caress the bearded face of Eve as he presents her to 
Adam, while Adam himself reaches out to his new wife. The fact that 
Eve is bearded has caused considerable comment from the time that 
'" This seems to have been a common factor: even so far distant as the church 
of Todbjcrg, the Genesis scenes, dating from 1125-1150 have the same anatomical 
definition. 
** Paul Jamot, "French Painting-I," The BurimgUm Magazine for Connoisseurs 59 ( 1931 /12, 
1931), p. 283. 
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these paintings were first brought to public attention by Prosper Méri-
mée, Inspecteur des Monuments Historiques from 1830, and who was 
instrumental in preserving the church. Mérimée, puzzled by the beard, 
suggested that the painter had made the mistake of placing Adam on 
the Logos left, whereas, as the man, he should have had the place of 
honour on the right and that later retouching had restored the beard 
to the figure on the right of the Logos. This seems to be somewhat 
farfetched. Certainly the figure on the Logos' right is conceptually Eve, 
separate, but still giving the impression of coming from the body of the 
reclining Adam. Another suggestion by Gélis-Didot is that the beard 
was a sign of perfection that was lost by Eve, due to her seduction by 
the serpent.67 This would seem more in keeping with the mentality of 
the time. The poor state of the scene of Adam eating the fruit makes 
it impossible to see if he is also beared in this scene. However, I sug-
gest there is a much simpler explanation, closely allied to Gélis-Didot's 
theory. The painter meant to depict the words of the Genesis— et creami 
Deus hominem ad imaginem suam ad imaginem Dei creami illum masculum et 
feminam creavit eos.m The figures are notably androgynous and bear a 
remarkable facial resemblance to the Logos. In this they resemble the 
Genesis frontispieces of the Touronian Bibles, though in those neither 
the humans nor the Logos was bearded. Stoddard has pointed out 
the similarities between the Genesis choir capital at Airvault and the 
Touronian Bibles and suggested a common lost source.89 Whether it is 
feasible that the early twelfth century painters and carvers would take 
such ancient works as models, rather than the more recent innovations 
in manuscript art is open to doubt. However, the continuation of a 
tradition of depicting the facial resemblance between humans and God 
is more likely, and less dependent on unknowns. Clearly, if there was 
no mistake and if both Adam and Eve were intended to resemble the 
Logos, then this places a good deal of emphasis on the divine spark 
in mankind, and particularly since Eve loses this resemblance on the 
loss of that element of divinity. In the iconographie programme as a 
whole, this is an acceptable reading. 
While the scene of Adam's fall is too damaged to examine closely, 
the temptation of Eve is relatively clear, (fig. 105) Eve is certainly not 
Michel, La Fresque Romaine pp 63 64 
Genesis 1 27 
Stoddard, "A Romanesque Master Carver at Arnault (Deux-Se\rcs) " 
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depicted as very feminine and, indeed, there is a degree of narrative 
objectivity in the scene. The serpent, unusually, does not wind round 
the tree, but stands beneath it, upright. This again points to a fairly 
strict adherence to the Bible text, since in Genesis 3:14 the serpent is 
condemned to crawl on his belly. Eve does not eat the fruit, merely 
taking it from the serpent's mouth. The painting is too damaged and 
faded to be able to see if there are fruits on the tree next to Eve. 
The St. Savin fresco does indeed have elements in common with the 
Grandval Bible in particular, the close relationship between man and 
God, the facial resemblance and even the serpent standing upright.70 
On the other hand there is no prohibition shown, the disruption of the 
harmony between man and God is given, but not the contravention 
of a direct command. The part of the iconographie programme that 
was accessible to the general public concentrates on the incidents of 
mankind's estrangement from God, and God's patience and mercy. 
3.4 Narrative CapitaL·—Corbie and Mousac 
Corbie Abbey was founded between 657 and 661 by Bathildc, the 
widow of Clovis II, and during the Carolingian period it was a famous 
centre of learning. It underwent extensive rebuilding in the thirteenth 
century but its present day size is much reduced from its period of 
importance. Remnants of the abbey are preserved in such places as 
the Musée de Picardie. Since it has been removed from its site we can 
have no absolute knowledge of the position of the Corbie capital of 
the fall, but it is probably a cloister capital and dates from the third 
quarter of the twelfth century, probably made after a fire around 
1152-1153. In spite of considerable damage it is in a better state of 
preservation than the Moissac capital. It is a rectangular shaped piece 
of stone with two sides longer than the others, and the narrative flows 
round the four sides, depicting the creations of Adam and Eve, the 
fall and the expulsion. 
Taking the scenes in narrative order and starting with what is prob-
ably the animation of Adam, the cross-nimbed Logos blesses Adam, who 
is bearded and heavily moustached, and seems to hold his arm. (fig. 106) 
'" In the Moutier-Grandval Bible the serpent in the temptation of Eve scene 
winds round the tree, but is upright at the moment Adam and Eve try to exculpate 
themselves. 
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Since the face of the Logos has been removed in each scene it is 
impossible to tell if there was a facial resemblance. While Adam stares 
before him, his head is slightly inclined, as if listening to the words of 
blessing. The narrative order moves clockwise to the sleeping Adam. 
The Logos reaches to his side, but has been hacked away and all details 
are lost. Adam's pose is close to that in many of the contemporary 
manuscripts, almost upright, rather than stretched out as in the earlier 
manuscripts and St. Savin. This was probably dictated by lack of space: 
just as many miniaturists had to fit scenes into an initial, the limits of 
a capital could also influence how scenes were represented. Adam's 
hand covers his genitals, but there is no indication that this is deliberate. 
Moving round we come to a scene in which the Logos is central, with 
Adam on his left hand and Eve peering over her husband's shoulder, 
(fig. 107) This scene displays many of the elements of numerous depic-
tions of ubi es?, in particular the relative positions of Adam and Eve. 
In many miniatures Eve is shown behind Adam, on occasion, such as 
in the Hortus Dehaarum, Adam even sits on Eve's knee. However, this 
cannot be interpreted as an ubi es? scene: not only would it fall outside 
the narrative order, but the Logos once again holds Adam's arm. His 
other arm is stretched out to indicate the tree of knowledge of good 
and evil, even though this would be invisible to the humans, so it must 
be read as a prohibition scene. Of interest is the way in which this 
scene is linked to the temptation of Eve. (fig. 108) The hand of the 
Logos stretches out to indicate, not only the tree, but the fruit itself, 
here seemingly grapes. So tightly are the scenes connected that the 
Logos' hand almost touches the back of the dragon-headed serpent." 
The scene of the temptation of Eve has far more movement than the 
previous scenes. The tree's branches and foliage wave and twine; the 
serpent's sinuous body and tail make great loops and Eve's body turns 
and twists. This Eve exudes a degree of sensuality, full lips parted, right 
leg crossing over the left and echoing the curves of the serpent round 
the tree. It is almost as if the two were taking part in some dance with 
Adam and the Logos at the end of the chain. The chain made by the 
serpent, fruit in mouth, to Eve's hand and then to her right hand giving 
the fruit to Adam is also undulating. The loose link here is the Logos, 
" Baron has commented on the resemblance of the serpent to dragons in Corbie 
illuminations of the penod Françoise Baron, "Chapiteau orne de scenes de la Genese," 
in L· Moyen Age au Musée de Picardie, ed Françoise Lernout (Amiens, 1992) ρ 15 
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who does not actually make physical contact with the serpent. At the 
other end of the chain Adam leans over to devour the fruit, showing 
eagerness, his knee touching Eve's hip. There is an impression that 
Eve is leading Adam towards the tree and serpent. The irony of this 
is apparent as the viewer moves on to the last scene. This is conflated 
with the previous scene in a subtle manner, (fig. 109) Even as Adam 
eats the fruit and seems drawn forward by Eve, an angel with a sword 
grasps his upper arm to expel him from paradise. The traditional order 
of the expulsion with the angel on the left, hand on Adam's shoulder, 
Adam and then Eve leading the way out is maintained here, but with 
the angel the visual narrative reaches a volte. The viewer must turn 
back and look counter-clockwise to follow the reverse order of events: 
the angel and the Logos of the creation of Adam are back to back. By 
conflating the scenes of Adam's fall and the expulsion an impression is 
created that Adam is not repentant, since he is still busily and eagerly 
eating the forbidden fruit even while being driven from paradise. Since 
there is no attempt to cover nudity, part of the message of the Corbie 
capital is mankind's persistence in sin, his lack of shame. This is rein-
forced by the conflation of the prohibition and the temptation of Eve: 
altogether there is an emphasis on the pleasures of the flesh, including 
eating, that accords with the rounded, large eyed figures. 
If the figures of the Corbie capital, and especially Eve, can be con-
sidered somewhat voluptuous, the same cannot be said of the figures 
on the Moissac Genesis capital. The abbey of St. Peter at Moissac 
was founded roughly the same time as Corbie and in 1047 became 
affiliated to Cluny and was an important halt on the pilgrim route to 
Compostela. The cloister with its seventy-six capitals dates from around 
1100 and requires much time and thought to examine in any detail. 
Not only the number of capitals, but also their complexity makes it 
impossible to assimilate the numerous links and allusions in the space 
of a single visit, or even several. Part of the general iconography has 
been dealt with earlier in this chapter, but the fall capital itself has 
various points of interest. Unlike the Corbie capital, and others such 
as that at Airvault, it does not begin with the creation of Adam or Eve, 
but with the fall itself, moving on clock-wise to the scenes of ubi es?, 
the expulsion and the labours. It does nothing to emphasise man's 
relation with God, only his sinful nature and the trials of the world he 
must inhabit without God. This is very much in keeping with the gen-
eral iconographie programme of the cloister that concentrates on the 
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problems and hostility that the righteous must overcome, even though 
frequently the recipient of God's mercy. 
The scene of the temptation and fall is extremely badly damaged, 
the head of the serpent being missing, as are the outer arms of both 
Adam and Eve.72 (fig. 110) Even in their damaged state it is clear that 
the pair were not portrayed as androgynous: Adam's beard is clearly 
marked, as is the long hair cascading down Eve's back. From a careful 
consideration of the figures it is probable that this was an extremely 
symmetrical composition. Eve's arm is bent upwards, presumably 
to take the fruit from the serpent's mouth, and from the remains of 
Adam's right arm, it would appear that this too is bent, probably to 
pluck a fruit, as there are signs that something has been hacked away 
at this point. Adam holds a large leaf before his genitals, and from the 
remains of the leaf and Eve's left arm it seems that she too is covering 
her genital area. The tree is central to the composition and has twisted 
and elaborate foliage that is still stylised and symmetrical. Contrary to 
most depictions of the ubi es? scene, the Moissac capital shows only 
the Logos and Adam, the inscription ADA above that figure. The two 
following scenes, chronologically the final scenes in the story of the fall, 
flow over into each other, the single figure of Eve serving for both the 
expulsion and the labours. On the extreme right the gates of paradise 
are shown, while the nimbed and winged angel points the way into 
the world with his sword. Adam rests his hand on Eve's shoulder, a 
transference of the more usual arrangement in which the angel places 
his hand on Adam's shoulder. The couple are dressed in skins, the hair 
being clearly delineated. As is usual Eve leads the way out of paradise, 
but holds her right arm up, and the remains of some object can still 
be seen in that hand. This was probably a spindle, as the last figure of 
the capital is Adam raising a mattock to show his labours. Perhaps it 
is possible to discern the formal influence of the Moissac scriptorium 
in the expulsion." Paris, Bibliothèque Nationale, lat. 2077, discussed 
earlier, not only shows Adam and Eve dressed in long hairy garments 
in the expulsion scene, but they are so driven that Eve almost disap-
'
2
 At first glance it is possible to mistake the large, twisted leaf on the left for the 
serpent's head, but on closer examination it is clear that this not only lacks the distinc-
tive scale marking of the body, but that it is growing from a shoot on the tree. 
71
 Fraisse asks if miniatures influenced sculptures or vice versa. Chantal Fraisse, 
L'enluminure à Moissac aux XI' et ΧΙΓ nècles (Auch, 1992) p. 28. In this case the answer is 
obvious, since the manuscript is more than half a century older than the capital. 
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pears out of the frame. On the capital this is taken further and she is 
pushed into the next scene. 
Perhaps one of the more remarkable things about this capital is that 
Eve is very secondary. In most sequences of the fall Eve is prominent 
and in the temptation and fall itself often even dominant, sometimes 
being shown without Adam, or at least being portrayed as more vigor-
ous and dynamic. This is not the case with the Moissac Eve. Despite 
the extensive damage, it is clear that she does not play a greater role 
than Adam in the temptation scene, that face being balanced and sym-
metrical. If we are right in thinking that Adam takes a fruit from the 
tree, there are other examples, such as Notre Dame, Etampes, Aries 
and the font at Cowlan church, then this would place a greater part of 
the blame on him than is usual. Eve appears twice on the capital and 
Adam four times. This can be seen as indicating that this was intended 
for a male public, an adaptation of iconographie conventions to suit a 
particular audience, not just in its complexity or otherwise but direct-
ing its message to the monks of Moissac. As in many works that were 
intended for a clerical public, the emphasis is on the actions of the 
human male. He is not the passive victim of deceit, neither persuaded 
nor seduced. The message here is that man must control his actions. 
3.5 Seen and Unseen—Old and Mew CapilaL· at Vézelay 
La Madeleine at Vczelay, especially after its affiliation to Cluny in 1050 
was a major pilgrimage site. So popular was Vczelay that the hordes 
of pilgrims caused much friction between the abbey and the town, 
a well-recorded feud between the two was evidently resolved around 
1165 when the monks discovered a number of relics of Christ, the 
Virgin, John the Baptist and others in a statue of the Virgin.74 A fire in 
the church in 1120 cost 1127 pilgrims their lives;" but reconstruction 
was rapid and it was at Vézelay that Bernard of Clairvaux preached 
the second crusade from the burgeoning walls. Other twelfth century 
notables made their way to Vézelay, including Thomas Becket who 
preached there, and Philip Augustus and Richard II who stopped by 
on their way to the third crusade. 
'
4
 Kor an account of the diflferences between the monks and the townspeople see 
Barbara Abou-El-Hai, "The Audiences for the Medieval Cult of Saints," Gesta 30 
(1991). 
75
 Gréai, Vézelay, guide de la basilique p. 34. 
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In the reconstruction of the nave a number of older capitals were 
reused, including one from around 1100 showing the fall. This is now 
to be found on the column of the north aisle closest to the choir. It tops 
what is in fact a pilaster so that the capital has only three faces. The 
east and west faces depict the gates of Paradise while the north face 
shows the fall itself. Although Angheben describes this as 'une composi-
tion parfaitement symétrique,'76 it is less symmetrical than the Moissac 
capital, since Adam and Eve have different poses. However, it is in a 
much better state of preservation. Its position means that it is poorly 
lit, but accessible for the pilgrim and town's people. The aisle columns 
are considerably lower than those of the central nave and, while the 
lighting is not ideal, on a clear day it is possible not only to discern the 
subject but also to make out essential details, (fig. I l l ) Eve's attention is 
on the dragon-headed serpent, while Adam holds his hand to his face. 
It is impossible to tell if he holds a fruit in his right hand, but I am 
inclined to think that it supports his left elbow. Eve hides her genitals 
with a leaf held in her left hand and takes a fruit from the serpent 
with her right hand. Eve's pronounced breasts make her clearly female, 
but she is not consciously seductive or sensual. Nevertheless her link 
with sin is evident in the visual circle made by her arm leading to the 
serpent, down its body and up her leg to her left arm. This leads the 
eye to her breasts that echo the shape of the fruit she holds. A further 
implication of the sexual nature of Eve's sin is the tail of the serpent 
that twines between her legs. Adam stands outside this visual circle, not 
drawn towards it by reaching or touching either the tree, Eve or a fruit. 
To a learned audience this might suggest the roles of the body and 
the intellect and Adam's hesitation as praiseworthy. To an unschooled 
public it would be an indication of Eve's guilt in the matter. 
It is somewhat ironic that the younger capital of the fall in Vézelay 
is better known these days than the one described above. It appears 
more often in photographs, possibly because it appeals more to a present 
day public. However, it could not be viewed easily by a twelfth century 
worshipper. It is one of the upper capitals half way down the northern 
side of the central nave, and without prosthetic, almost impossible to 
discern.77 (fig. 112) It is clear that the older version did not serve as a 
"• Sazama, "Iconographie des chapiteaux romane" p. 37. 
" This photograph was taken without flash but with a powerful zoom lens and 
then digitally enhanced. 
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model for this capital, made during the rebuilding of 1120-1140. The 
making of this seems to have been deliberate, since it was made after 
the earlier version was placed where it is now to be found.78 Eve's pose 
is far more seductive, while Adam is now more eager and active. The 
placing of his hand on his chest may be seen as a sign of hesitation, 
but his raised right leg, as if to climb over the tree to Eve, and the 
inclination of his body speak of willingness on his part. Strangely, the 
most visible part of the capital is the south face on which the serpent 
winds round the tree; Eve's hand and arm scarcely impinge on this 
side as she takes the fruit. Once again the tree and serpent are oiT-set, 
so that they would be invisible to Adam, and Eve's role as medium is 
very clear in the symmetry of her arms and the two fruits she holds. 
Her pose is nonchalant and even reminiscent of the Autun Eve, once 
on the lintel of the cathedral there. This is a very female and human 
Eve, she is less closely linked to the serpent, but her sensuality seems to 
stem from her own nature. The question remains as to why a new fall 
capital was thought necessary, and why it was placed where it is scarcely 
visible. I would suggest that it served the function of the numerous fall 
capitals in the choir of churches that were invisible to all except the 
monks or priest officiating. It was a reminder of the sinful nature of 
mankind, of the reason for Christ's sacrifice and its commemoration in 
the Mass. It also served as a reminder of omnipresent temptation. This 
perhaps explains why the scene of the fall itself faces the choir, not that 
it would be visible from there, but as a silent and invisible reminder 
to those who knew of it. To look in that direction and conjure up the 
memory, for surely many of the clergy had seen it before its installa-
tion, or even to imagine it, was an affirmation of their function both 
as Christians and servants of God. 
3.6 The Two Faces of the Female—Notre Dame d'Amiens 
In 1218a fire destroyed the church of Notre Dame in Amiens: almost 
immediately rebuilding was begun under bishops Evrard de Fouilloy 
and Geoffroy de Eu and by 1236 the nave and façade were complete. 
Amiens is one of the few places where we have some indication of how 
the building must have looked in the thirteenth century: laser cleaning 
revealed much of the polychrome and further analysis has indicated 
Sazama, "Iconographie des chapiteaux romane" p. 117. 
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later additions.7q The imposing façade has three portals, the left hand 
portal being devoted to local saints, the large central portal to Christ 
and the apostles with a magnificent last judgement on the tympanum. 
Conceptually linked to this is the one on the right, being dedicated to 
the Virgin. Here the flanking statues show Solomon, Sheba and Herod 
with the adoration of the magi and, on the right, the annunciation, 
visitation, and presentation at the temple. The Virgin herself, holding 
the Christ Child, is depicted on the trumeau, while above on the lintel 
the six Old Testament prophets of the incarnation support the tympa-
num scenes of the dormition, ascension and coronation of the Virgin. 
The lower part of the trumeau consists of six scenes of Genesis 1-3. 
The opposition between the Virgin and Eve is far more pronounced 
here than on the Chartres portal, since Mary and the fall scenes are 
brought into a very close visual relationship. The figure of the Virgin 
with the Child acts as link between the first sin and the sentence of 
death on mankind and the scenes of the Virgin's triumph over death 
on the tympanum. 
The six scenes related to the creation and fall must be read from 
right to left and top to bottom, starting with the creation of Adam and 
ending with the labours. Once again there is a hands-on Creator of Adam: 
he holds the left arm of Adam in his own left hand, while holding up 
his right hand in blessing. Adam's right hand is thrown up in wonder. 
The close link between the two is shown by the identical facial features, 
a link that is missing in the creation of Eve. Not only are the Logos and 
Adam bearded, but Eve's features are also rounder and more feminine 
and her breasts clearly defined. Even so, the Logos takes Eve's arm as 
she emerges from the side of the sleeping Adam. Under the scene of 
Adam's creation is the prohibition where the Logos indicates not so 
much the tree of knowledge, but the fruit. Notable here is that Adam's 
gaze is not on the pointing finger, whereas Eve seems more attentive, 
(fig. 113) Immediately below the creation of Eve is the scene of the 
fall itself, making a visual connection between the two scenes. It might 
be said that putting the prohibition immediately under the creation of 
Adam implies a responsibility for the following scene; however, the ico-
nography of the portal links Eve most firmly with sin. This is not really 
surprising since the Virgin and her role as the new Eve is the subject. In 
'* For a fuller account see. Weeks, "The 'Portail de la Mere Dieu' of Amiens Cathe-
dral. Its Polychromy and Conservarion." 
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the fall scene Eve eats the fruit while Adam grips his throat even while 
accepting a fruit from Eve's hand. This gesture deserves some attendon, 
for even in its damaged state it is clear that there is something odd in 
it. Adams hand is held up and open to receive the fruit, his fingers only 
slightly curled, but Eve's hand seems turned back on itself, as if her 
hand was reversed with the missing thumb on the outer edge of the 
hand. (fig. 114) Since all other aspects of the sculptures are anatomi-
cally correct, it would seem that this reversal is deliberate. It brings to 
mind the odd gesture with which Eve presents the fruit to Adam in 
Paris, Bibliothèque Nationale, lat. 2077. The gesture is not identical, 
but could equally well have a sexual connotation, especially given the 
references to sexuality on the portal. The most obvious feature of the 
scene is the serpent, in this case a dracontopede. This must be one of 
the earliest examples of the use of a female-headed serpent in either 
public or private art of the fall. The twelfth century good Samaritan 
window in St. Etienne at Sens also has a dracontopede, but the details 
are difficult to discern. Furthermore, the Amiens dracontopede is not 
just female-headed, but bears Eve's features. Just as Adam bears the 
features of God, so Eve is likened to the devil. The reasons for the 
emergence of the dracontopede are complex. Scholars, certainly from 
the time of Bede, had debated which variety of serpent had tempted 
Eve. Bede, Peter Comestor and others were agreed that the serpent 
had the face of a young and beautiful woman and called upon vari-
ous texts to support this. Particularly influential was the Phydologus that 
described the female adder as a woman to the navel, and having the 
lower half of a crocodile, but many early works, such as Bern, Burger-
bibliothek Cod. 318 show the upper half as human female and the 
lower as a snake. The argument of the theologians was that the devil 
used a serpent with the face of a young and innocent girl to allay any 
suspicion Eve might have. Nevertheless, this mirroring of the features 
of Eve and the serpent makes a strong visual and psychological link 
between them, and this is increased by the way their heads are held 
close as if the one is whispering secrets as the other listens. The expul-
sion conforms to the general iconographie tradition, being executed by 
a sword-bearing angel, while Adam, hand on breast, looks back. Both 
he and Eve cover their genitals with a leaf. The scene of the labours 
too, had its traditional elements; perhaps the most notable aspect is 
the clearly marked animal skins that serve as kilts for the pair. They 
are shown as being in an extremely primitive state and leading an 
uncomfortable existence. 
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The Amiens Eve has none of the nonchalance of the Eve of the 
higher Vézelay capital or the conscious voluptuousness of the Cler-
mont-Ferrand capital, but her sexuality is evident: her poses, while not 
exaggeratedly seductive, are appealing and inviting. In the temptation 
scene the curve of her arm emphasises her breast and her right heel 
resting on her left ankle pushes her hips forward. This is the more 
marked because Adam's pose is very similar: their arms are held at 
the same angle, and their hands under the head of the serpent form a 
symmetrical double v. However, Eve's stance shows not only movement 
but implies instability, as if she has just raised her right foot and will 
soon shift it. Adam, on the other hand, stands with both feet firmly on 
the ground, a litde apart, and his weight is evenly distributed, hips and 
shoulders in alignment. Eve's unstable pose is repeated in the labours 
where it again contrasts with Adam's balance. 
There is a second temptation of Eve in the Virgin portal. This is to 
be found on a corbel supporting the Virgin of the annunciation, thus 
echoing the relationship found on the trumeau. Its message, however, 
is much more extreme: this is solely a temptation of Eve. The serpent 
is once again a dracontopede but even more closely linked to Eve. 
Their poses echo each other and they seem to gaze at one another with 
aflection and have a relationship that clearly excludes the viewer, and 
by implication any one else. (fig. 115) The dragon's right claw grasps a 
fruit, while Eve is in the act of picking one, also with her right hand. 
Their bodies angle toward each other, their heads inclined to regard 
the other's expression. Eve is depicted as openly sensual, not only in 
the sense of being obviously female, but her pose shows eagerness 
and enjoyment of physicality. Her right leg is bent, her legs apart and 
her left hip thrust out. While this is not for the benefit of Adam, it 
emphasises Eve as both a sensual and sexual being. The sexual aspect 
is underlined by two of the corbels in close proximity to the tempta-
tion of Eve. These show demonic figures whose sexual attributes are 
not only clearly depicted but also emphasised, by making their primary 
sexual organs not just visible, but also obtrusive. These make clear the 
demonic nature of sexuality and are closely linked with this smaller 
temptation: dragon, sexuality and femaleness are bound together in a 
visual chain that reinforces the message of the trumeau. 
This close connection of sin, sexuality and femaleness in the form 
of Eve serves to emphasise the contrast between the Virgin and Eve. 
Not only is Mary the new Eve, the vehicle of the incarnation and 
redemption, the opener of the door closed by Eve's transgression, she 
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is the other face of the female: she is pure love, chastity, obedience. In 
this oppositional pair we no longer have female sensuality contrasted 
with male reason, but (female) sexuality, sin, physical gratification and 
lack of restraint shown against (female) selflessness, continence and 
unbounded love for God and mankind. The virgin of the Amiens 
trumeau is a reflection of the human made divine. Her virtues are 
not the cold and abstract devotion of reason, but those of the true 
mother who bears any suffering for her child, and her love that extends 
beyond to encompass all those who love her Son. The cult of the 
Virgin received a new impetus in the thirteenth century when depic-
tions of her with her Son began to show a closer and more human 
relationship, less the might and glory of the Mother of God and more 
that of a new mother of an infant. That special relationship between 
Mother and Son gained in importance with the growth of the belief 
in Mary's intercessory powers. The Virgin of Amiens portal is one of 
the earliest public depictions of this human Virgin, and perhaps one of 
the loveliest. Much of the restraint and grandeur of the earlier works 
remains: this is no simpering doll, but a dignified woman who holds 
her Child both proudly and tenderly, as if presenting her Son to the 
faithful. Her gaze is directed outward, her right hand open. Perhaps 
this once contained an orb to echo that held by the Christ Child. Her 
clothing and crown are simple, her gestures restrained and dignified. 
This is a Virgin triumphant for she tramples a dragon below her feet, 
but does so without vigour or emphasis, as though this was natural to 
her. In the central portal with its last judgement tympanum, Christ 
on the trumeau tramples the lion and dragon, but the symbol of sin 
and death defeated by Mary differs from those defeated by her Son. 
The figures beneath Christ's feet are traditionally portrayed and he 
balances on the two. The Virgin's defeated enemy echoes the themes 
of the portal, since this is, once again, a dracontopede. (fig. 116) The 
female-headed dragon looks out from under Mary's foot, fulfilling the 
prophecy of Genesis 3 that the daughter of Eve shall crush the serpent 
under her heel. This is the final link in the chain that shows the need 
for man's redemption and the incarnation.80 This is the triumph, not 
only of God's omniscience, not only the defeat of God's enemy, but 
8 0
 It has been suggested that this represents Mary's victory 'over slanderers and 
heretics' Marcia R Rickard, "The Iconography of the Virgin Portal at Amiens," Gesta 
22 (1983) ρ 148 However, in my opinion this does not cover both the reference to 
Genesis nor the repetition of the dracontopede in both temptations of Eve 
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the triumph of the Christian. Mary rises above her sinning ancestors, 
defeating the evil to which they succumbed, and bears the means of 
mankind's salvation. 
4. 'Public' Works and Miniatures of the Fall 
In the analysis of the sculptures, frescos and stained glass, certain 
similarities with particular miniatures have been mentioned, such as 
the expulsion scenes on the Moissac capital with the manuscript from 
Moissac, now in the Bibliothèque Nationale, lat. 2077, or the Hardham 
painting with Oxford, Bodleian Library, Junius 11. Stoddard is inclined 
to believe that certain elements in the Airvault capital, which he calls 
'almost a Romanesque version of the Grandval Bible,'81 can be traced 
to the Cotton Genesis recension. He argues that there must be a com-
mon source for the Touronian Bibles and the Airvault capital. Perhaps 
one of the advantages of considering every available work and distilling 
common factors from them is that when confronted with a particular 
iconographie feature it is possible to tell how common this is in a cer-
tain period. While it is more than likely that certain features, if very 
unusual, point to a specific source, I am inclined to think that in many 
cases there is a reliance on the literal text of the Bible or other works, 
and general iconographie tradition. Miniaturists were not usually also 
stonemasons and sculptors, nor would a precious manuscript be taken 
to a noisy, dirty, dangerous site or workshop to be copied. It is certain 
that the designers of iconographie programmes would be familiar with 
both recent and older miniatures and may have described or sketched 
what they envisioned based on that knowledge, perhaps even copied 
specific miniatures or parts of them. The travelling artisan, the travel-
ling monk and scholar disseminated ideas and images, and except in 
cases of consistent and close similarity, and where it is likely that the 
makers of one work were familiar with the other, I suggest that it is 
safer to assume a general pool of images, recognisable by the public for 
which they were intended, and adapted to suit the time and situation. 
Obviously, much depends on the reading and interpretation put on a 
work, but an awareness of more general trends can guard against an 
all too individual interpretation. In the case of the Adam clutching 
ël
 Stoddard, "A Romanesque Master Carver al Airvault (Dcux-Sevres)" p. 69. 
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his throat, this seems to have been relatively common in sculpture, but 
extremely rare in miniatures. There could be only so many ways of 
depicting the fall in the period under discussion, ways that lay within 
the limits of what was understandable and acceptable. Occasionally 
we find works that seem to be startlingly innovative, in some way or 
another, such as Oxford, Bodleian Library, Junius 11, but looking to a 
wider context we find that the angelic tempter was not unique, and 
indeed seems especially appropriate to the context of the work. The 
context of the more public works difiers from that of the miniatures, 
but in the larger context of the world in which people lived, it was 
the same. Which iconographie elements can be considered common 
to both, and which were specific to certain social groups? While con-
sidering this it must be borne in mind that the makers and users of 
manuscripts were a relatively homogeneous group, in other words the 
message of the miniatures was one that circulated among a particular 
class. The public works, especially those that were clearly intended 
for a large, heterogeneous audience, broadcast a message from one 
group to others. Are there difierences in the message, was it altered, 
strengthened, simplified or otherwise adapted when it was intended 
for this broader public? 
The first and most basic common factor in the representations of the 
fall of man in miniatures and in public works is the time factor. There 
is no real evidence for any depiction of the fall in works that could or 
would be seen by a relatively large number of people, except for the 
Hildesheim doors, until the late eleventh century."2 As we have seen, 
miniatures of the fall are to be found sporadically in the previous 
three centuries, coming mostly in clusters in regard to both period 
and region. It is only around 1100 that we find that the fall was a 
subject that was more or less continuously depicted in manuscripts. 
There is equally a lack of figures that can be regarded as death in 
public places, but again the same date seems to have been the signal 
for a wealth of works showing the last judgement wherein the doomed, 
those condemned to the second, eschatological death of the soul play 
a prominent part. The doomed are beset by various demons and 
devils that bear a striking resemblance to the creatures in miniatures 
that seem to have taken over the functions of death. Death, once fully 
This within the confines of time and region of this study. 
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demonised and equated with the devil, became a subject for public 
depictions. This coming together of death and the fall in both public 
and private works will be explored in the context of what had gone 
before in the following chapter. At this point it is sufficient to say that 
it would appear that the subject of the fall seems to have been taken 
out of the privileged domain at the same time that the ordinary man 
and woman were confronted with frequently overwhelming depictions 
of the fate of the unrighteous. Nevertheless, the use of fall imagery in 
sculpture, fresco and glass must be seen as part of the enormous surge 
of building in the twelfth and thirteenth centuries. More parücularly 
it must be regarded as part of the tendency to a more figurative and 
narrative means of decorating buildings.83 
The phase that followed soon after 1200 is exemplified by the great nar-
rative cycles that decorated the new cathedrals; it involved a preference 
for straightforwardness and rapidity in order to create a narrative mode, 
at the expense of naturalistic detail... The first mode of seeing, looked 
down upon by earlier theologians, came to the fore in the thirteenth 
century, but it did not entirely replace the symbolic modes... Its validity 
was established first by the insistence on historical exegesis... and later 
by the emphasis placed on observation. 
The use of narrative techniques in the 'public' works can indeed be 
seen as a tendency to simplify the frequently complex exegesis found 
in the iconographie programmes of many manuscripts, but, as we have 
seen, this is not always the case. Works for an audience consisting of 
monks and priests could be part of a complex programme. We have 
only to compare the complex interaction of the Moissac capitals, the 
scheme of the Cluny choir capitals or even the north transept portal 
in Chartres with the friezes of Notre Dame la Grande and St. Tro-
phime or the tympana of Anzy-le-Duc and Neuilly-en-Donjon to see 
that considerations of the extent of the knowledge of the public for 
whom such works were made were taken into account. This is not to 
say that the works intended for the laity did not display exegetical traits 
for those with the necessary knowledge, but these exegetical elements 
were not necessary to understand the basic message of Heilsgeschichte, 
expressed as a relatively straightforward narrative. The question is not 
whether such works were exegetical or narrative, but whether their 
ei
 Madeline Harrison Caviness, " 'The Simple Perception of Matter' and the Rep-
resentation of Narrative, ca. 1180-1280," Gesta 30 (1991). 
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messages difiered and if so how? Even the most straightforward nar-
rative representation, of this period at least, is still highly symbolic. 
The depiction of the birth of Jesus, within the framework of a narra-
tive, means nothing if the viewer is unaware of all that it symbolises. 
Equally, unless we understand the symbolic significance of a naked 
man and woman picking and eating fruit, then such a scene could be 
read in dozens of diSèrent ways. Given that the laity would recognise 
such scenes and know immediately their place in the history of man 
and his salvation, what other messages were broadcast? 
Historiated capitals were not unknown before the Romanesque 
period, nor did they disappear in the thirteenth century, but are 
'néamoins l'une des expressions artistique les plus caractéristique et les 
plus remarquable pour la période qui s'étend du début du XP siècle 
à la fin du XIIe.'R4 In many ways they can be seen as an extension of 
miniatures, frequendy part of a complex iconographie programme that 
must lead, at least the theologically schooled viewer, to contemplation. 
This holds good for the visible capitals, particularly those in cloisters. 
However, the historiated capital, and this is especially true of those 
of the fall, had functions that fell outside the province of miniatures. 
Those found in churches must be seen in the light of the liturgy, as 
reminders and explanations. They made visible and therefore 'real' 
Biblical events to the lay illiterate who could then 'see with their own 
eyes'. The visual narration of hagiography and of the Bible stories, 
and in particular those that clearly pertained to the history of man's 
salvation, not only gave a degree of validity to these, but also enabled 
the viewer to more fully participate emotionally. The interior capitals 
depicting the fall are chiefly to be found in the choir, frequently not 
visible to the lay congregation, certainly not in detail. These must have 
been intended for the officiating clergy or the monks of the choir. It is 
notable that in some cases, such as Notre Dame in Chauvigny, the fall 
is the only historiated capital in the choir. This can only be seen as a 
reminder to those there of the function of the liturgy and the mean-
ing of the Eucharist. This symbolic repetition and commemoration 
of Christ's sacrifice is the heart and foundation of the liturgy, and the 
clergy were reminded of the reasons for that sacrifice, while their own 
sinful nature, inherited from their first parents, was in this manner 
81
 Jcan-Rcné Gaborit, "Le chapiteau historié," in La France Romane au temps des premiers 
Capétiens (987-Ì152) (Paris, 2005). 
618 CHAPTER FIVE 
brought home to them. I have already suggested that the works that 
are scarcely discernable can be seen as a statement and acknowledge-
ment by the community of this sinful nature. They can be regarded 
as having a penitentiary character, a perpetual confession not by the 
individual, or even just by that particular congregation, but on behalf 
of mankind as a whole. They can be seen as an acknowledgement 
that that particular community was aware of its relationship to God, 
both as the author and the saviour of mankind. It took the form of an 
almost magical manner to express the community's repentance: placed 
in the church in the sight of God, if not man, it could be said to be 
made for God's view and man's comfort. Indeed, this may account for 
the height of many such works. This can also apply to works set high 
on the exterior of churches, but it is worth considering whether these 
had an apotropaic function. While the numerous Sheela-na-gigs tend 
to be found on smaller country churches, the exterior fall depiction 
that is too high to be seen clearly can also be found on such important 
buildings as Nîmes cathedral. The question is whether this falls into 
a possible apotropaic category with the various monsters and demons 
that are found on such buildings. Clearly such works cannot be said to 
be for the instruction of the laity or even as reminders to either clergy 
or laity, but is it true to say that its function was a magical protection 
of the worshippers in the church against sin and temptation? 
While the extensive alterations to Notre Dame, Nîmes make the 
consideration of the whole frieze on the west façade dubious, the left 
hand portion can be securely dated to the period under discussion. If, 
as seems likely, the later right hand portion reflects the original then 
an apotropaic function seems unlikely. Even if we take the earlier left 
hand part in isolation there are arguments against it being seen as a 
defence against sin. It is unusually extensive in the number of scenes, 
showing the temptation and fall as separate scenes. Unfortunately the 
fall itself is so badly damaged and defaced that the only detail of which 
we can be certain is that a bearded Adam eats the fruit. However, if 
we examine the first scene there is a degree of consciousness that does 
not accord with an apotropaic function, (fig. 117) In particular Adam's 
gesture in not only covering his genitals, but also clutching his left wrist 
with his right hand seems to indicate a degree of restraint. Interestingly 
the serpent's head has almost human features, a factor that can only 
be seen with a high degree of magnification. While this is still a long 
way from the true dracontopede it may possibly be a stage on the way. 
Perhaps the most telling argument against an apotropaic function is the 
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inclusion in the expulsion scene of the Logos evidently clothing Adam 
and Eve. This is relatively rare, although it does occur in a few other 
works of the period, although I cannot call to mind any that conflate 
it with the expulsion. Generally speaking the pair is shown clothed at 
the expulsion with only an angel, or less frequently the Logos, driving 
them out. Even the expulsion itself seems inexplicable as a marker 
against sin, as do the sacrifices of Cain and Abel. Taken as whole, the 
left hand side of the frieze at Nîmes would seem to be a statement of 
the first chapters of Genesis with the emphasis on man's first sin and 
first crime, but also showing God's continuing care. It is also possible 
that the original right hand side of the frieze showed the events of the 
nativity, as in Poitiers or Aries, in which case its function would again be 
a statement and confession of both man's sin and his debt to God. 
Thus far we can say that choir capitals and works that can scarcely be 
discerned serve functions that are other than those of miniatures. The 
choir capitals functioned as a continuing reminder to the clergy of 
the meaning of the liturgy and in particular the true meaning of the 
Eucharist, contrasting the absorption into the human self of sin and 
death with that of taking into oneself the body and blood of Christ, 
and with that, eternal life. The juxtaposition of the Eucharist and a 
depiction of the fall implied other contrasts, some of which are to be 
found in the iconographie programmes of manuscripts, but especially 
poignant when in the context of the essential ritual of the Christian 
faith. The perfect obedience of Christ in his acceptance of his passion 
compares with the wilful disobedience of the first man and woman, 
their selfishness and greed with God's perfect love and charity, and the 
weakness of the flesh is only highlighted by divine forgiveness. The great 
difierence between the works that are virtually impossible to discern and 
all other works is that the message is not from God via the Church to 
his people, or from the Church to the faithful, but from the Christian 
community to God. Perhaps this accounts for the lack of a relatively 
fixed format for such works. Since God knows and sees all, there was 
no message to formulate other than the acknowledgment of man's sinful 
nature, the confession of his faults and his debt to God. 
The third category of 'public' works, those that were truly intended 
for a broad public, requires close examination, since these were the 
first visions the general laity had of the ultimate ancestor's great sin. 
For the first time they were 'seeing' what happened, how Eve behaved, 
how Adam reacted. For many it would also be seeing what the first 
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parents looked like, perhaps seeing traces of a friend or neighbour, or 
even themselves, in their features. The visual expression made it much 
easier to relate to the temptation and fall: it made it real and immedi-
ate, and the consciousness of their own weakness and sensual nature 
could only increase their affinity to it in a way in which manifestations 
of God's might and even his suffering could not. This essential affinity, 
this knowledge of everyday temptation, this experience of longing for 
forbidden delight shared with the first man and woman, was a powerful 
base for propaganda. The miniatures of the twelfth century showed 
the importance of recognising and acknowledging sin and tempta-
tion, since only then could one fight and resist. The miniatures were 
directed, in general, to those who had dedicated their lives to God and 
had knowledge not only of the Bible but also of many other works. 
The general laity could not be expected to have this knowledge, but 
they would know that they were descendants of Adam and Eve and 
carried in themselves the proclivity to sin that they had inherited. It 
was on this basis that messages were broadcast to those entering or 
even passing a church. 
The fall scenes intended for a greater public tended to be placed 
within the context of Heilsgeschichte. This usually took two forms that 
were sometimes complementary. The great Romanesque tympana play 
a great role in this, and in particular the last judgement tympana. These 
can be said to represent the 'stick' since there is usually more emphasis 
on the fate of the doomed than on the joy of the blessed. The 'carrot' 
part of these schemes is the role of Mary: the cult of the Virgin was 
gaining in popularity and the devotion to her reached great heights. 
The Marian devotion possibly had something to do with the fact that 
she was, technically at least, human: we see in the twelfth century also 
an increase in devotion to saints. These, the Virgin above all, had risen 
above sin, defeated all temptation and evil, but more than this, Mary 
was a mother, and the sinner could appeal to her deep encompass-
ing love. As an intercessor she was without peer, for how could God 
refuse his own mother? Mary was the new Eve who opened the doors 
closed by Eve's sin, but she was also received and crowned in heaven: 
a mortal had defeated sin and death. If the lay man or woman could 
identify with Adam and Eve as weak and sinful, he or she could also 
recognise the humanity of the Virgin and aspire to emulate her, even 
if in an imperfect way, and could feel secure in the knowledge of her 
love and compassion. The fall, and particularly Eve's role, was con-
trasted with the triumph of the Virgin. The proportion of churches 
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that have a representation of the fall that are dedicated to the Virgin 
is extremely high;a, by contrasting Mary with her ancestor her glory 
was more profound. The Virgin portal at Amiens is probably the best 
example of this: it message is clear and distinct and its visibility could 
not be bettered, but other works have the same message. The tym-
pani of Anzy-le-Duc and Neuilly-en-Donjon contrast the roles played 
by Mary and Eve in the history of salvation, the one condemning 
mankind to death, the other being the means to eternal life. This is 
further emphasised by the lack of any juxtaposition of the fall and the 
crucifixion, not Christ's death but his birth is the counterpoint to the 
coming of death to mankind. Within larger iconographie programmes 
the events of the passion are to be found, such as at St. Savin, Bourges, 
Chartres86 and coundess miniatures, but within the immediate context 
of frieze, window or portal the fall and the crucifixion, in spite of their 
crucial roles in Heilsgeschichte, are not found together.87 The message 
of these works was one of both caution and encouragement. By invit-
ing the laity to contrast the Virgin and Eve, their attitudes and deeds, 
these works, in effect, laid forth alternate examples. This reached its 
peak in the use of the dracontopede as the serpent, allying Eve with 
the devil. This makes a deeply shocking impact, particularly in the 
context of these most public of works. Of the works examined in this 
period that could be considered to be intended for the laity only the 
Virgin portal at Amiens has a dracontopede as the serpent, and this is 
the youngest of the works. The Sens window is the oldest, older even 
than the earliest miniature that I know of, in which the dracontopede 
plays the role of tempter.Bfl The uneducated could not be expected to 
see this as a metaphor for the weakness of the flesh and the impera-
tives of the body or as a reference to the learned debates on the type 
of serpent, but as a condemnation of the woman and a statement as 
to her essentially sinful nature. Such a statement drew authority from 
its position on the façade of a church. Its late appearance in minia-
tures, despite earlier hints, suggests that it was designed for a public of 
unschooled laity. It frequent use from the mid-thirteenth century points 
m
 See appendix D 
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 While the long c apital fneze at Chartres does indeed show scenes of the passion, 
it has no crucifixion 
m
 To my knowledge the Neuilly-en-Donjon tympanum comes closest to this, show-
ing the Last Supper 
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to a form of propaganda that went beyond distrust of the female to 
downright antagonism. Balanced against this is the Marian cult, and 
the two could be seen as the two faces of the female. Mary was not 
exalted as a woman who had overcome her female nature and become 
a man in her soul, but as the true perfection of womanhood whose love 
and compassion were the reverse of the physical desires represented 
by Eve. It may even be that this contrast was especially directed at 
women, and lay women at that. In 1181 marriage became a sacrament 
and the idea of a spouse took on worth: the role of the mother was 
also exalted, if not equal to that of virginity. For men too, there was a 
contrast offered between the chaste and the sensual. Marriage within 
its limits was accepted and was now an affair of the Church, not just a 
social contract.89 If the Church was going to control marriage and set 
its limitations in rules of consanguinity, periods of abstinence, durabil-
ity, forms of intercourse and consent, then it had to present a positive 
version of a union of the flesh while still showing abhorrence of all 
that could be regarded as purely sensual pleasure. In the oppositional 
character of the Mary and Eve juxtapositions the Church had found 
a potent means of propaganda to achieve this. 
The other side of the coin was the last judgement. Sauerländer 
says the main problem is what elements of the tympana can be seen 
as more than symbolic and metaphorical,90 but for the unschooled the 
metaphorical would have played very litde role: these would give a 
glimpse of things that were actually to come. If man had been prodigal 
with his chance to fill the ranks of heaven and had been condemned to 
death, both physical and spiritual, the incarnation gave him the chance 
to remedy this, but only on the last day would the damned and the 
blessed be finally known. The triumph of the Virgin gave hope to all 
those who turned to God, but this is counterweighted by the depic-
tions of the fate of those who reject salvation. In the last judgement 
representations this fate is often given in a more forceful and vigorous 
fashion than that of those judged worthy of heaven. These, too, contrast 
with the depictions of the Virgin shown as a loving mother: Christ sits 
in majesty, the mighty judge who holds the fate of each individual soul 
8
'' For the relationship between money and sexuality see Guillaume Erner, "Chris-
tian economic morality: the medieval turning point," Inlernahonal Social Science Journal 
57 (2005). 
'*' Willibald Sauerlander, "Über die Komposition des Weltgerichts-Tympanons in 
Autun," Zalschnfißr KunslgeschichU 29 (1966) p. 263. 
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in his hands. The last judgement tympana are usually the principle 
entrance to the church that no one entering or even passing could fail 
to see. The great mandorlae that are central to these works draw the 
eye and the clear division between the blessed and the damned make 
the message clear. It is notable that one of the oldest of the 'public' 
works, St. Savin, uses not only the last judgement as its 'entrance', 
but other scenes from Revelation. This may be regarded as an older 
type. There were miniatures of the last judgement before the twelfth 
century, but then, judging by the number of extant manuscripts, the 
number grew by roughly 150%.9' The great last judgement tympana 
chiefly confine themselves to Revelation 20:ll-15,q 2 but at St. Savin 
the Christ in Majesty with the instruments of the passion is part of 
a larger scheme depicting Revelation, including the dragon and the 
Woman clothed in the Sun. Her pose is very like that of the Virgin in 
various adoration of the magi scenes: she is shown frontally with the 
Child on her knee, only the turn of the Child's body and the reaching 
angel, and of course the seven-headed dragon, distinguish this from a 
straightforward Virgin and Child. There can be little doubt that the 
viewer would identify the Woman Clothed in the Sun with the Virgin, 
and if sufficiently schooled, as a metaphor for the Church. 
The visitor to St. Savin would enter through the porch and its scenes 
of the last days and then go on to the first days depicted on the ceil-
ing of the nave. The later sculpted tympana of the last judgement 
frequently had a looser physical, though not conceptual, relationship 
with representations of the fall. The Autun Eve, much larger than is 
apparent from many photographs, was once on a lintel of the north 
transept portal of the cathedral of St. Lazar, while the famous last 
judgement is on the principal western façade, an arrangement found 
in other sites such as Chartres. Sadly the other half of the lintel show-
ing Adam has been lost and Eve is no longer in her original position, 
but in the Musée Rolin. The Autun Eve is widely known, both for the 
91
 It is also interesting to note that the incidence of miniatures of the fall increases 
in the twelfth century by almost 300% over that of the eleventh century 
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fact that her maker's name, Gislebertus, is known and for what is seen 
as both her naturalness and sensuousness. Much has been made of 
her recumbent position, but this is dictated by the form of the lintel; 
however, it must be acknowledged that in deciding to put the scene of 
the fall on a lintel the confines of this ground must have been evident. 
In addition, the form of the lintel did not preclude other compositions, 
primarily a series of scenes, so restricting the depiction of the subject 
to the two large recumbent figures must have been a conscious choice. 
The two large figures on the lintel must have been almost overwhelm-
ing for the contemporary visitor to Autun's north portal, a potent 
reminder of their own humanity and sinfulness. The effect would have 
been enhanced by viewing those figures from a lower angle, an effect 
that is missing in most photographs that strive to give the best possible 
view of the work's details. The positioning in the Musée Rolin is also 
arranged at eye height for ease of viewing. Seen from a lower angle 
the work acquires more depth, greater naturalness and Eve's sensuality 
is even more apparent, the twisting of the body giving the impression 
that she is about to roll onto her back. (fig. 118) Her hair trails over 
her shoulders and winds around her right arm and her face is serene, 
even closed, as if her thoughts had turned inwards. Apart from the 
unusual pose, there are other points of interest in the work. Eve does 
not receive the fruit from the serpent, but plucks it almost casually 
from the tree. In the damaged state of the relief it is impossible to tell 
the form the serpent originally took. At first glance it could seem that 
spotted and sinuous ribbon on the extreme right must be the serpent's 
body. However, on closer examination this can be seen to be the trunk 
of the tree: the trunks of the other trees are also sinuous and patterned. 
Above this is a broken fragment that is all that now remains of the 
serpent. This remnant is a clawed hand, and it is frequently assumed 
that a devil was shown here.93 This causes some difficulty since a devil 
reclining in a position 'analogous to that of Eve'94 would destroy the 
assumed symmetry with the half of the lintel on which Adam was 
depicted, and would lengthen the Eve part considerably. I suggest 
that the tempter was, as in so many of the works intended for a wide 
audience, a dragon, the body of which could take a more flexible posi-
1,1
 O.K. Werckmeister, "The Lintel Fragment Representing Eve from Sdint-Lazarc, 
Autun," Journal of the Warburg and CourlauÜ Institutes 35 (1972) p. 2. 
94
 Ibid. 
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tion. Whether the tempter was a devil or a dragon, while it seems to 
be lowering the branch to make the fruit more easily accessible, it is 
clearly not whispering to Eve.95 Instead it seems as if she is whispering 
to the missing Adam, her hand cupped round her mouth. It would be 
interesting to know if Adam was eating the fruit, if his pose echoed 
that of Eve—from the form of the lintel his pose would have to be 
at least similar. Perhaps the designers of the portal chose this unusual 
form so that the recumbent positions would symbolise the fallen nature 
of the pair. The lost tympanum of the north porch held the resurrec-
tion of Lazarus, an episode brought into connection with the fall in 
Gregory the Great's Moralia in Iob?b and not only appropriate to the 
dedication of the cathedral, but forming a link with the tympanum on 
the western façade. 
Eve is unusually sensuous for a work that was intended for a broad 
public, and this sensuality contrasts with the angularity of the figures 
on the western tympanum. Centrally the symmetrical, almost schematic 
Christ sits in a mandorla held by four angels, while on either side and 
below on the lintel elongated, semi-abstract figures of the risen dead, 
angels and demons act out the final hours. Above, the Virgin enthroned 
and two saints, presumably John with a book and possibly Lazarus, 
intercede for humanity. The second nimbed figure has also been iden-
tified as James the brother of John whose mother begged that they 
would sit beside Christ, or they have been seen as Enoch and Elijah.0' 
On the right of Christ the Judge a group stand and wail to hear their 
fate, while beyond them others reach for the Heavenly Jerusalem; on his 
left an angel and a demon weigh the deeds of a soul and the damned 
are seized by demons. Four angels, one at each lower corner and two 
high in the curve of the tympanum sound the last trumpet. While the 
composition is highly symmetrical the figures on the right are larger 
and clearer and this, combined with the greater degree of movement 
and vigour there, draws the eye. Small details add to this direction of 
the viewer's gaze. Immediately under Christ's feet and the inscription 
GISLEBERTUS HOC FECIT an angel drives the risen towards their 
"k This would be an accurate rendering of the Apocalypsu Mom, ih. 19. 320-22. 
See chapter 1. 
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 Part 4, book vi, eh. 15. RL. Ixxvi; 231. 
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 Denis Grivot, La sculpture du XII' Siècle de la Cathédrale d'Autun (Colmar-Ingersheim, 
2000). Also see Don Denny, "The Last Judgment Tympanum at Autun: Its Sources 
and Meaning," Speculum 57 (1982). Denny has doubts about the intercessory function 
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fate. Not only the direction of the angel and the doomed direct the eye 
to the right, but the figures on the left hand side of the lintel also face 
that way. This movement is only broken by a figure that faces outward 
and is seized by a demonic hand from the hell above. Only the last 
six figures turn to the left, but this has the effect of bringing the eye 
back to the figure being dragged up to hell. The pilgrim or worshipper 
entering St. Lazar was confronted on the west side with this scene of 
what was to come, and on the north by what had happened to lead 
to this. Only inside the church could he or she find the way to escape 
the horrors of hell so graphically depicted on the exterior. 
Physically closer are the Virgin and the Beau Dieu portals in Amiens. 
The three portals of the west façade show a scale of identification 
possibilities, from God in his majesty on the central tympanum, to 
the Virgin who rises above human weakness and sin to the portal that 
celebrates St. Firmin and the local saints: with the latter, at least, the 
population of Amiens and its environs could and would feel an affinity, 
particularly with Ste. Ulphe who would provide a link, both legendary 
and physical with Mary. Murray points out that 'In her stance and 
attributes, Ulphe is very similar to the Virgin of the Annunciation in 
the south portal.'98 While the St. Firmin portal is basically optimistic in 
character, the central portal echoes the themes of sin and redemption 
found on the Virgin portal, but in a final and more definite form. (fig. 
117) Christ is shown in three aspects, as teacher on the trumeau, as 
sacrifice centrally on the tympanum and at the apex of the tympanum 
as judge. Murray describes this latter aspect as 'awesome', which indeed 
it is, considered in isolation. However, even when it was 'ablaze with 
color'99 it must have been considerably less imposing than the large 
figure below. Through the triple aspect of Christ a particular message is 
broadcast. The judging God of Revelation speaks his pronouncements 
with the swords of his mouth: the Christ displaying his wounds states 
his right to pronounce on mankind through his love and sacrifice, while 
the teaching Christ of the trumeau points the way to salvation. The 
angels holding the instruments of the passion emphasises Christ's sacri-
fice and thereby his right to judge, while the Christ with swords issuing 
,e
 Stephen Murray, jVofre Dame Cathedral of Amiens: the power of change in Gothic (Cam-
bridge, 1996) p. 109. 
99
 Ibid., pp. 103 4. 
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from his mouth displays the omnipotence of God. The kneeling figures 
of John and Mary, the intercessors for mankind, add optimism. This 
composition is more symmetrical than that of Autun: above the blessed, 
seven angels offer crowns, while above the damned seven angels with 
fiery swords drive them towards the hell mouth. This can be seen as a 
direct reference to the expulsion from paradise shown only a few metres 
away. Even though there is a great deal of symmetry the eye is drawn 
on this level to the right and the procession of the damned: there are 
a few more damned than blessed and their more agitated movements 
also attract the eye. The simply clad blessed, waiting by St. Peter as 
he holds open the unlocked door of the Heavenly Jerusalem, seem to 
move in serene progression, while the naked limbs of the damned show 
their reluctance and fear. The hell mouth, too, is more prominent than 
the gateway to heaven. Nevertheless, these figures of the damned are 
not driven or dragged there by demons; only one demon, back to back 
with angel of the blessed, steers them towards their fate. This creature, 
in its hairiness and huge mouth resembles the devouring demons in 
London, British Library, Arundel 157 and Royal D.X, but its role is 
very different: it does not torture, punish or devour, but lays claim to 
sinners, and, if reluctant, they go to hell under their own power, as if 
acknowledging that this is the ultimate result of the choices they made 
in life. On the lowest register of the tympanum, above the plain lintel, 
the dead rise from their graves, the four angels sound their trumpets 
and souls are weighed. Demons try to pull down the scales on the side 
of sin, but the crowned figure on the left is content to let the work of 
the soul, written on the scroll it holds, speak for itself. The weighing of 
souls is depicted far more graphically in the sculptured works than in 
the miniatures, with demons 'cheating' by trying to weight the scales. 
This once again emphasises the connection between sin and ugliness, 
between the calm goodness of the one figure seated under the scales 
and the frantic attempts of the demons. In its own way it is a reflec-
tion of the contrast between the Virgin and Eve made on the right 
hand portal. 
There are two iconographie features that appear regularly, if not fre-
quendy, in the 'public' works, but are rarely seen in miniatures. The 
first of these is the ofiset tree of knowledge. In the 'public' works this 
appears fifteen times, if we include the second small temptation of Eve 
at Amiens. This would appear to belong to an older tradition and is to 
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be found in three of the Touronian Bibles,'üü the Old English Hexa-
teuch,101 Bibliothèque Nationale 2077 and three twelfth century manu-
scripts Amiens 19, Auch 1 and Munich, Clm 935. When we consider 
the relative numbers of manuscripts surviving from those centuries and 
the relative popularity of the fall, it is clear that this convention was 
declining. Of the 'public' works the majority fall into the category of 
being intended for a restricted audience,102 only Tavant, Anzy-le-Duc 
and Neuilly-en-Donjon catering for a wider audience, while the later 
Vézelay capital and the tower frieze at St. Restituì are virtually invis-
ible. Certainly the tympana of Anzy and Neuilly were clearly visible, 
but they would not draw such crowds of either local people of pilgrims 
as many of the other places considered here. The temptation of Eve 
on the Amiens corbel is accessible, but it is one of many often fanci-
ful and demonic figures supporting the images of prophets and saints. 
This spread seems to imply that, just as manuscripts were most often 
made for a male clerical audience, the off-set tree and serpent had a 
particular message for the clergy. This could be the deceptive habits 
of the female, but in the circumstances I am inclined to believe that it 
had a more metaphorical meaning, that of the dangers of hidden sin 
and temptation that come through the body and the senses, but in a 
trusted guise. It is possible that its decline in miniatures to the preva-
lence of the 'hidden danger' theme expressed in the entwined rinceaux 
of the twelfth century initials.103 It may seem strange that two of the 
twelfth century manuscripts were most probably intended for women. 
Munich Clm 935 is often known as St. Hildegarde's Prayerbook, and, 
while it is unlikely that this, as once thought was an autograph, it was 
possibly presented to Hildegarde von Bingen: its prayers certainly use 
the feminine form.104 The ownership of Amiens 19 has already been 
100
 The Bamberg, Moutier-Grandva] and the Vivian Bibles 
101
 Junius 11 is so complex in both text and illustration it can scarcely fall into the 
category of a simple oflset position of the tree 
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 St Georges-de-Boscherville, Cluny, Clermont-Ferrand, Sens, Malmesbury, Lyons, 
Aulnay-de-Saintonge, the Chartres portal and Hardham 
1 0 1
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tempter in scenes of the fall, and more often is associated with Christ's or Michael's 
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discussed. However, the emphasis placed on omnipresent and hidden 
temptation and the idea that women were more vulnerable to the 
weakness of the flesh, makes this less surprising: even Hildegard was 
accused of allowing her nuns to celebrate Church festivals in silken 
gowns and with their hair loose. 
The second iconographie feature is one that was mentioned earlier, 
Adam grasping his throat. This is very rare indeed in miniatures, the 
only one known to me being, although Bibliothèque Nationale Ms lat. 
8846 shows Adam holding his hand to his face in a similar gesture. 
In contrast to the ofiset tree the majority of works with this element 
are intended for a broad public, although this is a slight majority.100 In 
addition the later capital at Vézelay shows both this clement and the 
oflset tree.106 Of the other four places that display both elements, two are 
also in Burgundy, Anzy-le-Duc and Neuilly-en-Donjon; the others being 
Aulnay-de-Saintonge and the Chartres portal. In addition to Anzy and 
Neuilly the gesture is to be found in widely accessible works at Vézelay, 
the earlier capital, the trumeau at Amiens and between the windows of 
a secular building in St. Antonin. In his article on the Airvault capital 
Stoddard has suggested that the throat clutching gesture is 'as if the 
forbidden fruit had indeed become stuck."07 However, a careful exami-
nation of works with this gesture suggests that this is only part of the 
story. It has already been pointed out that in the 'public' works Eve is 
often portrayed as more dynamic and self-assured than Adam and it 
in this light that we must look at the throat grasping gesture. While the 
idea of the forbidden fruit sticking in Adam's throat is a fine metaphor, 
in six of the works Adam is reaching out to receive the fruit and thus 
cannot yet have consumed it.108 In three other works, St. Gaudens, Air-
vault and the earlier capital at Vézclay Eve is in the act of plucking or 
accepting the fruit from the serpent, so once again the idea of choking 
on it cannot hold. Only in the Chartres window, where Eve is eating, 
is this a possibility, and in the St. Antonin sculpture where both Adam 
and Eve cover their genitals and clutch their throats, this would seem 
not only possible but extremely plausible. In the other cases I would 
"''' Chartres, both sculpture and window, St. Gaudens and Aulnay-dc Saintonge 
m
 Adam in fact clutches his breast, but the gesture is so similar as to be counted 
with this group. 
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 Stoddard, "A Romanesque Master Carver at Airvault (Deux-Sevres)" p. 68 
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 The Chartres portal, Anzy-le-Duc, Aulnay-de-Saintonge, Neuilly-en-Donjon, 
Amiens and the more recent capital at Vczelay. 
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suggest the gesture shows a degree of horror or reluctance, analogous 
to the up-thrown hand that is sometimes Adam's gesture in miniatures 
of the fall. If we consider the Chartres sculpture the impression is that 
Adam is fearful and reluctant, and that is precisely the same message 
given by the newer Vézelay capital, although there Adam seems more 
eager, and perhaps horrified by his own daring. The Amiens Adam 
seems dubious as do many of the others. The implication of this is that 
Adam was well aware that he was doing wrong, and the message of 
these works is that man is weak, and succumbs to that which he knows 
is wrong. How does this combine with the ofiset tree in a number of 
works? If the ofiset tree is a warning against hidden temptation how 
can Adam be aware of his wrong-doing? Perhaps the answer is that 
the righteous Christian should beware of disguising from himself that 
he is doing wrong, blinding himself to sin and the nature of sin. On a 
simpler level, it could simply be a warning to hesitate before accepting 
that which one desires. The throat grasping gesture is immediate in 
its appeal and sufficiently startling to make a lay person think about 
the significance of it. Like other aspects of the iconography of 'pub-
lic' works, it could have various levels of meaning depending on the 
context and the viewer. 
In general it can be said that many of the works intended for a restricted 
public of monks and priests can rival the iconographie programmes of 
manuscripts in their subtlety and complexity. This is hardly surprising 
as they served the same public. If the lay man or woman took a great 
deal of notice of the more complex works that were in publicly acces-
sible places there was usually a simpler message to be distilled from 
them, certainly one that would not contradict the one broadcast by 
works intended for a broad public. These latter had a relatively simple 
message, often that of an abbreviated history of salvation. They were 
also perhaps more friendly to females and less hostile to marriage, 
especially in the contrast between Eve and the Virgin. This comes to 
the fore more than in manuscript illumination. Of course, there were 
manuscripts of the period that gave a great deal of attention to Mary; 
's-Gravenhage, Koninklijke Bibliotheek 76 F.5, is a case in point, as is 
the Getty manuscript, although the latter would scarcely be decipher-
able for the lay man or woman. There is litde of the close juxtaposi-
tion of Eve and the Virgin in manuscript illumination, the emphasis 
on the incarnation and the Mary's role in salvation. This was to come 
later, as more and more of the laity owned books, especially women 
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who could identify with Mary as woman and mother. Such books were 
relatively rare in the twelfth century and it is notable that Amiens 19, 
examined in the previous chapter, and belonging to a woman, probably 
a lay woman, has a simplicity in its iconographie programme that is 
reminiscent of Anzy-le-Duc and Neuilly-en-Donjon. While the 'public' 
works seem to have drawn on a pool of images chiefly springing from 
miniatures, these were clearly adapted to suit both position and public 
and to deliver a message deemed suitable for that public. Moreover there 
are signs these adaptations would be later incorporated into miniatures 
that now began to serve a less limited and homogeneous public. 

CHAPTER SIX 
CONCLUSIONS 
In a period of four hundred years the visual expressions of death and 
the fall of man underwent very considerable change. It may be said 
that, roughly speaking, the view of sin changed from a social and 
political position to a highly personal search for salvation: death shifted 
from a generic and eschatological concept to the physical death of an 
individual. In fact, the personification of death gradually merged into 
a new personification of sin. 
1. Miniatures as Statement and Propaganda 
The sporadic character and geographically restricted areas of the manu-
scripts with miniatures of the fall and personifications of death in the 
period from c. 800 to c. 1100 have two major consequences. The first 
of these is that any conclusions about these periods can only refer to 
the context in which the manuscripts were made and used: for exam-
ple, ninth century manuscripts can only tell us what the circle round 
Charles the Bald considered to be the first and great sin leading to 
the death sentence on mankind, and what that sentence entailed. The 
second is that at times societies seemed to feel the need to re-examine 
the fundamental question of what constitutes sin, and with it man's 
relationship to God. While it is more than possible that many works 
have been lost, the groupings in both time and place of both types of 
miniatures suggest that, at those times, and in those places questions of 
sin and its consequences were a preoccupation of the book-producing 
population and its patrons. There was a need to consider sin and how 
it related to their own situation. In this it can be assumed that the con-
cept of what was the ultimate sin was uncertain or under pressure, and 
either a reassessment or a confirmation of the position was necessary. 
The miniatures provided a means for both these aims. The combined 
working of the authority of the written word, especially the word of 
God, and concreteness of visual representation could be regarded as 
an exceptionally eflèctive method of bringing ideas to the attention 
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of the educated reader, and stimulating him or her to reflect on those 
ideas. By exploring not just verbally, but visually, the source of sin and 
its consequence, a statement was made of how that society, or part of 
society, viewed not only the abstract idea, but how it applied to their 
own situation. Such a statement could work as exhortation, reminder 
and stimulus for meditation: it could also put across a message that 
could confirm a viewpoint or bring others round to that viewpoint. 
Miniatures were the medium for a message and this could be within a 
closed circle, in which maker and user were the same or from the same 
group, reinforcing and stimulating the ideas expressed. It could also be 
from one group to another, the most obvious examples being the highly 
public works in churches: there the Church gave the message to a lay 
congregation, its authority lending force to its statement and giving it 
extra validity. Finally, it could be a message from man to God: a state-
ment of man's unworthincss and a plea for help and forgiveness. This 
last is also intrinsic in the first two forms of message. 
The Carolingian miniatures broadcast a very contemporary message, 
and one that was socially and politically weighted. Both types of mini-
ature, the fall and death, give a picture of a particular social and 
economic relationship, one that gave an ideal of a mutual but still 
hierarchical relationship. The lord-man relationship was personal, 
loyalty the highest ideal and the love and care of the ideal lord 
was a reflection of God's care for his people. While this relationship 
was personal it was also the basis of the social order: to disturb this was 
to disturb society. God ordained the relationship, and the disloyalty of 
man disturbed the order to the extent that the relationship changed. 
As Christians, the Franks could be expected to take the opportunity of 
salvation and restore both the relationship and the order. Death was 
not for them. It was the generic fate of the unrighteous, the heathen. 
Within the unstable social and political situation of the Prankish king-
doms the necessity of reinforcing the view that the monarch, in this case 
Charles the Bald, ruled by God's grace, that he was the champion of 
the divine order and represented the ordained relationship, was great. 
Charles's lands held the greatest and most productive scriptoria of the 
time in Francia and he himself was a patron of learning. His use, and 
that of his most trusted advisors, of this patronage to bring across this 
message found expression not only in the numerous ruler images, but 
also in a more subtle manner in the Genesis frontispieces and such 
works as the Utrecht Psalter. While the ruler images propagated his 
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personal fitness to rule, the Genesis frontispieces enforced the idea of 
the relationship between lord and man, making it a reflection of that 
between mankind and God as it was intended. 
Far less overtly political are the images of late Anglo-Saxon England, 
but nevertheless they propagate a particular view of sin and its results. 
These works were the products of monastic reform and their asceticism 
is obvious. To a great extent they are a confession of human weakness 
and sinfulness, but also an exhortation to examine the self, and to ban 
weakness, human emotion and the inherent tendency to sin. Man was 
made responsible for his own salvation. The message was that God 
had laid the way to redemption for his erring people, but it was up to 
each individual not only to choose to follow God, but to do so to his 
utmost ability. The miniatures propagate the ideals of strict monastic 
asceticism, gready influenced by the Cluniac reform movement. Unlike 
the Carolingian miniatures, these were not directed at potentes, both lay 
and ecclesiastical: they are not concerned with a social and political 
order, but in a time when that order was confused, and right and wrong 
not always clear they advocated setting right the more fundamental 
relationship with God. In the disordered world, they retreated from 
the uncertainty and chaos to lay the emphasis on the unworthiness of 
man, his responsibility for his own soul and orientation on God. Per-
sonal responsibility received even more emphasis from the miniatures 
of death, whether they were optimistic or horrifying: the individual's 
fate lay in his own hands. 
The miniatures of the twelfth century are far more difiuse in both 
form and geographical spread. It could be said that the fall became a 
means whereby attitudes and theories were broadcast on a European 
scale. Generally speaking, a balance was found between the confidence 
and external character of the ninth century miniatures and the extreme 
internalisation of the eleventh century works. Both sin and salvation 
were still personal and individual, but sin was categorised and marked 
not only by penitence but also by purification and punishment. The 
price of sin was no longer eternal death, but a fearful, but generally 
limited, period of extreme pain and horror. In this way the Church 
laid its definitions of sin on the Christian community and at the same 
time defined itself and the Christian. God had forgiven mankind its sin, 
but it was the Church that must forgive the individual, at least until the 
last day. The miniatures show both the striving for perfection and the 
failure to do so: they broadcast the message that it is the striving that 
is important; failure to do so was forgivable, or at least reparable, if 
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one is truly penitent. From the twelfth century the fall was viewed by 
a much wider and more diverse audience, and it is a measure of the 
importance of the message that they put across that the iconography 
was adapted to suit the audience, not only in respect to learning, but 
also in respect of sex and marital status. 
2. The Context Dependency of the Concepts of Sin and Death 
The propaganda aspects bring to the fore the question of what was 
seen as the 'great sin' that caused the death sentence to be delivered 
on mankind. Behaviour and attitudes were propagated or discouraged, 
and thus dependent on what the makers and their environment found 
to be the root cause of sin. Traditionally, didacdc texts claimed pride, 
superbia, as the great sin from which all others sprang. However, visual 
representations often modify or even change this view, as could be seen 
from the sexually implicit opening miniature to the Moissac manuscript 
discussed in chapter two, or the British Library Arundel manuscript 
dealt with in chapter four. This is not to say that the makers would 
deny that pride was the root of sin, but possibly subconsciously they 
modified their views, and it is this modification that is apparent in 
the visual expressions. While they were not likely to deviate from the 
theological and doctrinal opinion, a more contemporary view of sin 
and its manifestations is reflected in the miniatures. While each society 
could argue that pride did indeed lie at the root of the sin considered 
to be the most serious, the miniatures do not deal with pride, but with 
other forms of behaviour and attitudes, and it is these forms that are 
closest to the context. The contrast between the Anglo-Saxon and the 
Ottonian miniatures of death highlight the importance of the immedi-
ate context in the contrast between the horror and pessimism of the 
one and the confidence and optimism of the other. 
2.1 From the External to the Internal, from God's Plan to the Fate of the 
Individual Soul 
The Carolingian miniatures showed the relationship between man and 
God as a metaphor for the relationship between vassal and lord. The 
emphasis lay on the loyalty of both and on their mutual responsibili-
ties. The intrusion of a party outside this relationship acts as a catalyst, 
but in no way predetermines the outcome. The forsaking and betrayal 
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of one's lord disturbs not only the relationship, but the God-given 
order. Sin in the Touronian Bibles is a social and political concept. 
It propagates the idea of the immutable goodness of the relationship 
and the ordained structure of society. The miniatures that deal with 
death show the eschatological death that is the fate of outsiders to that 
relationship and the Christian community. Sin was external behaviour 
that might reflect an internal disposition, but it was the sinful act that 
counted, and the eschatological death the fate of those who manifested 
truly sinful behaviour. 
The Anglo-Saxon fall miniatures display an austere and pessimistic 
view of sin and death. No longer was behaviour the touchstone, but 
internal weakness and susceptibility. No longer was it necessary to com-
mit a great sin, to abandon and betray, to be condemned to eternal 
death. Human weakness, emotions, lack of discernment threatened even 
the best intentioned. Sin had become internalised, no longer a social or 
political action, but rooted in the deepest soul of the individual. While 
the Carolingian who had been baptised and had led a normal life, by 
the standards of the times, could be confident that he was counted as 
one of God's people, the Anglo-Saxon monk was confronted with his 
own unworthiness and the consciousness of his weak, fallible and sinful 
nature. The emphasis shifted from a generic idea of sin, something that 
was the work of the unrighteous, and the generic idea of the eternal 
death suffered by those who were not on God's side, to the state of the 
soul of the individual and his fate, whether salvation or damnation, 
eternal life or eternal death. The way to salvation was open to all, but 
it was the individual's responsibility to be worthy of it. God's plan for 
the world and mankind was no longer central: Christ had redeemed 
mankind, but it was now up to each individual to see to his or her 
own personal salvation. There was a new orientation on the fate of the 
individual, and this was shown in both the Ottoman exhortations to 
good works and following Christ, and the threat posed by the Anglo-
Saxon death images. It was shown too in the new sensual and sexual 
aspect to sin, now a far more personal temptation in the gratification 
of the senses that only the self could experience. 
The twelfth century saw a certain balance achieved between the 
various concepts, and even a general, if impücit, acknowledgement 
that sin was sensual gratification and the things of the world, with 
sexuality being the most dangerous temptation. At the same time it laid 
an external aspect on the idea of both sin and repentance. Failure to 
achieve virtue was not the cause of damnation, but failure to constandy 
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strive for virtue. True repentance was needed and God's justice 
demanded that sin be paid for. Christ had paid for mankind's sin, but 
the individual must make amends for the sins he had committed and 
his failures to follow God's word. Eve, as the female part of man, had 
become if not fully equated with sin, at least very closely associated 
with it. The female, as susceptibility, sensuality and weakness could be 
removed. That which was internal could be cast out, something also 
seen in the treatment of Cain in many miniatures: the 'other' was held 
outside the Christian community. Nevertheless, the individual was still 
central. God and his plan became remote, and in spite of the horrors 
of purgatory, both sin and death had not only become individual but 
human. The preoccupation was not with God, but with the individual 
and his fate. 
The new emphasis on the internal and personal aspects of sin and the 
fate of the individual fitted with various trends in the social and politi-
cal context of the time. As more and more things, including laws, were 
indexed and categorised, so was sin. It is a measure of the distance felt 
between God and man that no longer was sin seen as a betrayal, but 
a transgression of divine law. That transgression was not necessarily 
manifest to the outside world, and it was the duty of the Christian to 
examine himself for hidden sins, small longings and desires, hints of 
pride, weakness and complacency. As sin became differentiated and 
individualised, so too did the fate of the sinner. No longer was the price 
of sin eternal death, banishment from the presence of God, but was 
adjusted to fit the circumstances. While the individual circumstances 
were the ideal in determining the way to an individual's salvation, in 
fact a sort of balance sheet of sin and punishment was drawn. It might 
even be said that in the society that would make up the Heavenly 
Jerusalem, the Church issued the residence permits. The Church had 
defined sin, and with the spread of lay confession it had also taken to 
itself the power to forgive sin. 
Personal purity remained largely bodily purity and the control of the 
senses. While it was acknowledged that marriage was right and good and 
a life of abstinence was not for everyone, virginity remained the ideal. 
Theoretically there was talk of the spiritual virginity of those whose 
minds remained pure or even achieved purity, but bodily integrity was 
seen as an outward sign of those truly pure in their souls. Everyone 
could strive for humility, charity and knowledge of God, but the ladder 
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of virtue was slippery and the virgins' feet were felt to be more secure. 
The lure of the senses was not denied, but recognised and fought. There 
was a general sense of optimism, and scenes of the fall were brought 
ever closer into relation with Heilsgeschichte, but the dangers of the 
world, even for those who fought them, were shown in the entangling 
vines and monsters that threatened from every side. 
2.2 From the Eschatohgical to the Physical Death and the Conflation of 
Sin and Death 
No miniatures of purgatory from this period are known, but the effects 
of purification after physical death can be seen in various ways, chiefly 
in the new importance given to physical death. The Carolingian min-
iatures had given all the attention to the eschatological death, and 
this accorded with the generally accepted idea that most people slept 
in their grave until the last day. By the late tenth century we find the 
first hint of a new importance given to physical death: the illustration 
of the Sphaera Apula by a Christ figure and a devil brought to the fore 
the notion that while one lived, one could work on one's salvation, 
but one would be judged by the state of one's soul at the moment of 
death, even if that judgement was deferred to the end of time. Thus 
the moment of physical death was of crucial importance in deciding 
the fate of the individual soul. Despite the diflFerences in attitude, the 
Uta Codex again laid the emphasis on the moment of physical death, 
this time making it the gateway to eternal life. From this point on the 
eschatological death began to lose his importance. Slowly the number 
of figures that can be unambiguously identified as death decreases: 
with the advent of a first provisional judgement and the importance 
attached to that and the process of purification the eschatological 
death lost much of his power to terrify. For most Christians eternal life 
was assured, but only after a long and dreadful process of purgation. 
While there was a great interest in apocalyptic thought, the question of 
individual salvation was brought forward. Just as apocalyptic thought 
concentrated on what would happen before the last day, the individual 
considered what would happen to his soul before the last judgement. 
No ordinary Christian, lay or ecclesiastic, could consider himself free 
of sin, and he must be purged of that before being worthy of heaven. 
It is litde wonder therefore, that the emphasis lay on what lay in store 
immediately after death: physical death might have been the way to 
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eternili life, but the way was long, hard and painful. This is reflected 
in the miniatures in which eternal death becomes submerged and 
transformed into other images. 
As the makers of miniatures paid less and less attention to eschatological 
death, so the personifications changed. From a symbol of estrangement 
from God, of banishment from his presence, death became ever more 
closely allied with the devil and sin. No longer a gaoler keeping the 
unrighteous from God, death became a torturer inflicting pain and 
punishment on the sinner. Death was demonised. Death was lost in 
the metaphors for hell and damnation, in whatever form, serpentine 
or anthropomorphic, he ceased to be the absence of God and became 
the punishment of the damned. The visual metaphors, too, drew closer 
together. The dragon, once a death symbol, hunted and devoured the 
Christian soul entangled in the snares of the world, less a just fate of 
the unrighteous than an enemy out to seize the unwary or weak. The 
dragon appeared as the serpent in the tree to tempt Eve, embodying 
sin and temptation, and the final link could be seen with the transfor-
mation of the fall of Lucifer into the fall of the dragon. Death, the 
devil and the tempter had become one. Death, as personification, had 
lost his function and become elided with the symbols of evil and sin. 
The symbols used earlier for eternal death had not lost their power to 
terrify, but now they were metaphors not for a just judgement, but the 
reason such a judgement was given. 
3. The Role of Physical Death in Salvation 
As the moment of physical death loomed larger in the mind it was 
regarded as the most critical point. The first and provisional judgement 
not only heralded a painful period of purgation, but also raised the 
question whether the soul could be saved and what processes of purga-
tion it must undergo. Perhaps as a reaction to the extreme pessimism 
and gloom found in several of the eleventh century works, the idea 
that salvation was possible, not just for the few, but for the ordinary 
Christian who truly tried, developed. For such a person sin could be 
forgiven, but not without paying a price: it might not be the ultimate 
price of eternal damnation, but it must still be high. 
Theologically, the painful processes and experiences that take place 
after death were not punishment, but the necessary purification to 
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make the soul worthy of heaven. However, the numerous accounts 
of visions of purgatory make clear that there was a strong element 
of punishment involved; this may have been seen as necessary for the 
purgation process, but there was certainly an idea that even if this 
was the purpose, the manner of effecting this should be appropriate 
to the sin. This attitude is also found in the miniatures that show the 
damned in hell being tortured in a way that reflected their evil deeds. 
The element of punishment also reflects ideas on justice: while God 
had paid for mankind's sin, redeemed him from the claims of the devil, 
a sense of justice demanded, and the practicality of social and civil 
order demanded, that the individual pay for the deeds for which he was 
personally responsible. While civil and ecclesiastical authorities could 
impose penalties for visible crimes and sins, only God could know the 
sins of the heart and mind, covetous or lustful thoughts for example. 
The Church might forgive sins, after penance, but at physical death the 
soul had to face the divine assessment of its condition. Again, while 
theologians would say that the purgation process was spiritual, it was 
expressed in physical terms; just as the giants of the Utrecht Psalter held 
the unrighteous away from the presence of God, so their descendents 
tore and devoured those in their power. The concretencss of visual 
metaphors tends to obscure the fact that they are metaphors, and cer-
tainly the images of sinners in hell took on an actuality and validity 
that implied a physical reality. While the images from this period are 
still those of hell they closely resemble the descriptions of purgatory. 
This is not really surprising since the visions made little diiferentiation 
between the sufferings inflicted in both places. It may be said that, 
whatever distinctions made by theological works as to damnation and 
purgation, the average reader of illustrated manuscripts was presented 
with pictures of hell that differed only from his conception of purga-
tory in the duration of time to be spent there. There is also little doubt 
that the visual expressions of hell gave him a picture of the physical 
torments that awaited him in purgatory. 
The vision of hell and suffering, of monsters and demons, the despair 
of the damned are usually far more graphically given than the soul's 
peacefully awaiting heaven after their purgation. If Bernard of Clair-
vaux described such souls as drowsing on couches, full of contentment, 
miniatures tended to picture them in a stole held by Abraham, neither 
image, verbal or visual, as exciting or graphic as the horrors of hell. 
Rather more graphic are the images of deathbeds in which the soul of 
the deceased is weighed, More often than not these arc the judgements 
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of saints and the holy man's soul is received by an angel while a devil 
retreats baffled. These scenes of the weighing of deeds emphasise the 
importance of physical death. It is at this moment a decision was made: 
the ways to heaven and hell were open, that to hell taken with the last 
breath, but that to heaven was long and painful. Physical death was the 
door to the after-life, not sleep and waiting, but immediate punishment 
and preparation. 
4. The Female as Sin and Death 
The miniatures show an ever closer connection between Eve and sin. 
The visual links with the serpent, the displays of sensuousness and 
sexuality, created a feeüng of her essential and inherent seductiveness 
and susceptibility to sin and temptation. This was reinforced by the 
way her creation was depicted. She became a part of Adam, removed 
at God's command, and if this was in essence a metaphor for the weak 
and sensuous part of mankind, its orientation on the world, emotions 
and the senses, it was easily elided into a view of women as beings. 
The male reason was held in opposition to the female sensuousness. 
Much of this was seen as sexually orientated: a woman could arouse 
lustful thoughts in a man, without being aware of his existence, but 
she was still at fault. Adam succumbed to temptation through Eve, and 
his descendents saw women as the same sort of temptation lor them-
selves. While the debates on the type of serpent at the fall certainly 
contributed to the development of the dracontopede as the tempter, 
it can be seen as a culmination of this trend to equate Eve with sin 
and temptation. Perhaps it is a measure of the propaganda aspects 
of visual exegesis that the earliest known works showing the serpent 
with Eve's face were not in miniatures, but in glass. The Amiens fall 
and its dracontopede have been discussed already, but about the same 
time the tempter was shown with Eve's face in miniatures. Paris, Bib-
liothèque Nationale Ms. lat. 10434, f. lOr (fig. 119) is an early version. 
In this it is clear that even at the moment of the fall Adam is brought 
into relation with the Logos, sharing not only the beard but the fine, 
straight nose, while the dracontopede and Eve have softer features and 
turned-up noses. The contrast and alignments are made all the more 
telling by giving Adam and Eve identical poses and not only placing 
the dracontopede in the tree, but showing the Logos in the ubi es? scene 
also appearing in a tree, the green leaves and fruit round the head of 
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the serpent forming a counterpoint to Christ's blue cross-nimbus. Here 
the reader is confronted with Adam bearing the face of God and Eve 
with the face of the tempter. 
The eschatological death had faded out of the visual vocabulary, his 
function swallowed up in that of the devil. There was not only room for 
a new death personification, but the need for one. This personification 
would be that of the physical death, the ending of an individual's life 
on earth and the start of the life of the soul, unencumbered by the 
body with its demands and worldly concerns. Unlike the eschatological 
death, the physical death was inevitable, a part of the natural life-cycle 
of man. The eschatological death did not take physical lives, and the 
first miniature known to me in which death actively ends a life is in 
Paris, Bibl. Sainte-Geneviève Ms. 2200. This manuscript dates from 
1277 and is of a vernacular poem written eleven years earlier, Miroir 
de la vie et de la mort. This is a didactic work warning the laity to have a 
care and resist the pleasures and temptations of the world, since death 
comes for all.' The work may be based on an older and possibly shorter 
Latin version and, since there is a worn and faded inscription in Latin 
on the miniature, that too might have had an earlier exemplar; if so 
it has been lost. The inscriptions refer to Carnea Alors and Carnea Vita, 
thus making quite clear that this has nothing to do with eternal life or 
eternal death, with salvation or damnation the ultimate result of an 
individual's life. The miniature shows life in the vice-fed tree, surrounded 
by musicians and birds. At the foot of the tree a devil holds a ladder 
for death to climb to claim life. Death is a young woman, although the 
poem describes her as old, in a light robe and carrying a coffin. There 
is no hint of death doing anything other than ending a life: the devil 
and the vices are there as warnings to the worldly, but death herself is 
neutral. She is also inescapable: in the poem life pleads with her, but 
in vain. A female death was very appropriate: she represented nature, 
the world and the body. With her action to separate soul from body, to 
claim the earthly stuff for herself, she symbolised the end of the world's 
hold. From then on the soul was free to follow its fate, unhindered by 
its physical form. 
1
 For the text sec A. Lângfors, "Le miroir de la vie et de la mort, par Robert 
L'Homme (1266), modèle d'une moralité wallone du xve siècle, premier et deuxième 
article," Romania, recueil trimestriel consacré a l'étude des langues et des littératures Romanes 47, 
50(1921, 1924). 
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For more than two hundred years death was given female form, 
chiefly due to the popularity of the Guillaume de Deguileville's Pèleri-
nage du vie humaine and its illustrated copies.2 Death, femaleness and 
nature were brought into relationship, but as death became to be seen 
more and more as an enemy the female death gave way to the hunt-
ing skeleton or transi. The face of Eve remained close to that of sin 
and temptation and was measured against that of the Virgin, perhaps 
epitomised by a miniature from the fifteenth century in the Salzburg 
Missal.J This shows the Virgin and Eve by a tree: on one side hangs 
a crucifix, on the other a death's-head. Mary plucks the fruits close to 
her Son and hands them to those kneeling at her feet. Eve, close to the 
grinning skull, takes fruits from the mouth of the serpent twined round 
the trunk of the tree, and distributes these to her followers presented 
by a gleeful death. 
2
 Jill Bradley, "De doot onsc mesteressc," in Moordmeiden en schone slaapslen Belevingen 
en verbeeldingen van vrouwen en de dood, ed Marga Altena et alia (Amsterdam, 2004) 
J
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Fig. 56. Paris, Bibliothèque Ste. Geneviève, Ms. 8, f.7v. 
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Fig. 57. Paris, Bibliothèque Ste. 
Geneviève, Ms. 8, f.7v (detail). 
Fig. 58. Paris, Bibliothèque Ste. 
Geneviève, Ms. 8, f.7v (detail). 
Fig. 59. Paris, Bibliothèque Ste. 
Geneviève, Ms. 8, f.7v (detail). 
Fig. 60. Paris, Bibliothèque Ste. 
Geneviève, Ms. 8, f.7v (detail). 
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Fig. 62. Paris, BNF, Ms. lat. 8846, f.lv 
(detail). 
Fig. 61. Paris, BNF, Ms. lat. 8846, f.Ir. 
Fig. 63. Los Angeles, Paul Getty 
Collection, Ms. 64, f.lOv. 
Fig. 64. 's-Gravenhage, Koninklijke 
' Bibliotheek, Ms. 76.F5, f.2v. 
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Fig. 65. Amiens, Bibliothèque 
Municipale Ms. 19, f.7r. 
Fig. 66. Auch, Bibliothèque 
Municipale, Ms. 1, f.5r. 
Fig. 67. Stuttgart, Württembergische 
Landesbibliothek, Ms, HiSt. fol. 418, f.3r. 
Fig. 68. Salzberg, Stiftsbibliothek Sankt 
Peter, Ms. XII 18, f.6r. 
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Fig. 69. Stuttgart, Württembergische 
Landesbibüothek, Cod. hiSt. 2° 415, 
r.l7r. 
Fig. 70. Heidelberg, Universitäts-
bibliothek, Cod. Sal. X 16, f.2r. 
Fig. 71. Salzberg, Stiftsbibliothek Sankt 
Peter, Cod. A.X.6, f.222v. 
Fig. 72. l'ours. Bibliothèque 
Municipale, Ms. 193, f.70r. 
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Fig. 73. Hortus Deliciarum, f. 150r (copy). 
Fig. 74. London, BL, Ms. Arundel 157, Fig. 75. London, BL, Ms. Royal D.X, 
f.llr. f.7r. 
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Fig. 77. Munich, Staatsbibliothek, Clm 
13601, f.3v (as 31). 
Fig. 78. Los Angeles, Paul Getty 
Collection, Ms. 64, f.86r. 
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Fig. 79. Utrecht, Universiteits­
bibliotheek, Ms. 32, f.lv (as 14). 
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Fig. 80. Paris, BNF, Ms. lat. 8846, f.5v. 
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Fig. 81. Vendôme, Bibliothèque 
Municipale, Ms. 23, f.ll3v. 
Fig. 82. Douai, Bibliothèque 
Municipale, Ms. 372, f.lOOr. 
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Fig. 83. London, BL, Ms. Arundel 44, Fig. 84. London, BL, Ms. Arundel 44, 
f.28v. f.70r. 
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Fig. 85. Paris, BNF, Ms. lat. 10433, f.9r. 
Fig. 86. Chartres, Cathedral of Notre Dame, north transept portal. 
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Fig. 87. Anzy-lc-Duc, Priory· entrance 
Fig. 88. Poitiers, Notre Dame le Grande. 
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Fig. 89. Nîmes, Cathedral of Notre Dame et St. Castor. 
Fig. 90. Vézelay, Basilica of Ste. Madeleine central aisle, north side. 
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Fig. 91. Anzy-le-Duc, Priory. 
Fig. 92. Anzy-le-Duc, Priory ^detail). 
ILLUSTRATIONS 679 
Fig. 93. Arles, porch of St. Trophime, north side (detail). 
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Fig. 94. Arles, porch of St. Trophime, north side (detail). 
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Fig. 95. Aries, porch of St. Trophime, north side (detail). 
Fig. 96. Aries, porch of St. Trophime, Fig. 97. Aries, porch of St. Trophime, 
centre (detail). south side (detail). 
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Fig. 98. Poitiers, Notre Dame le Grande (detail). 
Fig. 99. Chartres, Cathedral of Notre Dame, north transept portal (detail). 
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Fig. 100. Chartres, Cathedral of Notre 
Dame, north transept portal (detail). 
Fig. 101. Chartres, Cathedral of Notre 
Dame, window, south aisle. 
Fig. 102. Chartres, Cathedral of Notre Dame, window, south aisle (detail). 
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Fig. 103. Hardham, St. Botolph, chancel. 
Fig. 104. St. Savin, Abbey Church, ceiling, nave (detail). 
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Fig. 105. St. Savin, Abbey Church, ceiling, nave (detail). 
Fig. 106. Amiens, Musée de Picardie, M.P Cat. 75.109, capital from Corbie. 
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Fig. 107. Amiens, Musée de Picardie, M.P. Cat. 75.109, capital from Corbie. 
Fig. 108. Amiens, Musée de Picardie, M.P. Cat. 75.109, capital from Corbie. 
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Fig. 109. Amiens, Musée de Picardie, M.P. Cat. 75.109, capital from Corbie. 
Fig. 110. Moissac, Abbey of St. Peter, cloister, capital. 
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Fig. 111. Vézelay, Basilica of Ste. Madeleine, capital, north aisle. 
Fig. 112. Vezelay, Basilica of Ste. Madeleine, capital, nave. 
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Fig. 113. Amiens, Cathedral of Notre 
Dame, porch of the Virgin, trumeau 
(detail). 
Fig. 114. Amiens, Cathedral ol Notre 
Dame, porch of the Virgin, trumeau 
(detail). 
Fig. 115. Amiens, Cathedral of Notre Dame, porch of the Virgin, corbel. 
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Fig. 116. Amiens, Cathedral of Notre Dame, porch of the Virgin, trumeau. 
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Fig. 117. Nîmes, Cathedral of Notre Dame et St. Castor (detail). 
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Fig. 118. Eve, Musée Rolin, Autun. 
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Fig. 119. Paris, BNF, Ms. lat. 10434, f.lOr. 
APPENDIX A 
FREQUENCY OF SUBJECTS PER CENTURY 
IN PERCENTAGES 
9th 
10th 
11th 
12th 
FaU 
11.1 
5.7 
3.1 
14.7 
Crucifixion 
41.7 
54.2 
67.7 
44.2 
Last 
Judgement 
5.6 
2.9 
5.5 
10 
Noah's 
Ark 
2.9 
2.4 
4.2 
Lamb 
of God 
25 
20 
13.4 
13.2 
Abraham's 
sacrifice of 
Isaac 
16.6 
14.3 
7.9 
13.7 
APPENDIX Β 
MANUSCRIPTS MENTIONED IN T H E T E X T 
* Denotes used in constructing basic type Fall of Man 
** Denotes used in constructing basic type Death 
Chapter One 
Bamberg, Staadiche Bibliothek 1* 
London, British Library, Add. 10546* 
Munich, Residenz, Schatzkammer** 
Paris, Bibliothèque Nationale: 
lat. 1* 
lat. 257** 
lat. 266 
lat. 1141** 
lat. 9428** 
lat. 12048 
Rome, San Paola Fuori le Mura, Bible* 
St. Gall, Stiftsbibliothek, 342 
Stuttgart, Landesbibliothek, Biblia Folio 23** 
Trier, Stadtsbibliothek, 31** 
Utrecht, Universiteitsbibliotheek, 32** 
Valenciennes, Bibliothèque Municipale, 99** 
Chapter Two 
Angers, Bibliothèque Municipale, 24** 
Bamberg, Staadiche Bibliothek, Bibl. 140** 
Boulogne, Bibliothèque Municipale, 20* 
Durham, Cathedral Library, BII 30 
Leiden, Universiteitsbibliotheek, Cod. Voss. Lat.q 79 
London, British Library: 
Cotton Claudius Β IV* 
Cotton Tiberius B.V (ptl) 
Cotton Tiberius C.vi** 
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Cotton Vespasian A. viii 
Egerton 608** 
Harley 603** 
Stowe 944** 
Munich, Staatsbibliothek: 
Clm 13601** 
Clm 4456 
Oxford, Bodleian Library: 
MS Bodley 579** 
Douce 296 
Junius 11 * 
Paris, Bibliothèque Nationale, lat. 2077* 
Chapter Three 
Amiens, Bibliothèque Muncipale, 18 
Dijon, Bibliothèque Municipale, 14,** 
Beaune, Bibliothèque Municipale, 1* 
Berlin, Staaüiche Kupferstichkabinet 78.A. 1** 
Berlin, Staatsbibliothek, Lat.qu.198** 
Cambridge, Trinity College Library, 0.2.51 
Cambridge, Trinity College, R. 17.1** 
Copenhagen, Det Kongelige Bibliotek, NKS 218 4° 
Dijon, Bibliothèque Municipale, 2*, 12 15** 
Dijon, Bibliothèque Municipale, 168, 169, 170, 173 
Douai, Bibliothèque Municipale, 1*, 250 t. II 
Heiligenkreuzen Stiftbibliothek, cod. 256 
Hildesheim, St. Godehard Treasury, 1* 
Lincoln, Cathedral Library, Α. 1.2 
London, British Library: 
Add. 14788* 
Arundel 91** 
Cotton Caligula A VIII 
Cotton Domitian II 
Cotton Nero C i v 
Cotton Nero CIV** 
Cotton Titus D xxvi xxvii** 
Harley 2803* 
Harley 3667** 
Harley 4772* 
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Lansdowne MS 382** 
Lansdowne MS 383** 
Royal 6 C vi 
Royal 6 B.vii 
Maidstone Museum and Art Gallery, Lambeth Bible** 
Munich, Staatsbibliothek, Clm 14061* 
New York, Pierpont Morgan, 641** 
Orleans, Bibliothèque Municipale, 13** 
Oxford, Bodleian Library: 
Bodley 352** 
Douce 180 
Paris, Bibliothèque Nationale: 
lat. 10* 
lat. 15675 
Paris, Ecole Nationale Supérieure des Beaux Arts, 12 
Reims, Bibliothèque Municipale, 295** 
Rouen, Bibliothèque Municipale, 428**, 498**, 513**, 537**, 539** 
Stuttgart, Landesbibliothek, Cod. Bibl. Fol. 57 
Tournai, Bibliothèque du Séminaire, 1 
Tours, Bibliothèque Municipale, 321** 
Valenciennes, Bibliothèque Muncipale, 5**, 9*, 112**, 169** 
Vatican, Bibliotheca Apostolica Regina, latino 12** 
Vendôme, Bibliothèque Municipale, 20, 26 
Vienna, Nationalbibliothek, Sen No. 2701* 
Wölfenbuttel, Herzog August Bibliothek, Cod. Guelf, 1 Gud. Lat** 
Chapter Four 
Aschafiènberg, 21 
Amiens, Bibliothèque Municipale, 19* 
Auch, Bibliothèque Municipale, 1* 
Avranches, Bibliothèque Municipale, 136 
Berlin, Staatsbibliothek, lat. Fol. 226* 
Boulogne, Bibliothèque Municipale, 46, 53 
Bourges, Bibliothèque Municipale, 37 
Cambrai, Bibliothèque Municipale, 59 
Cambridge, Trinity College Library, R 14.9 
Chantilly, Musée de Condé, 744* 
Copenhagen, Arnamagnaeanske Institute, AM 673a 4° 
Copenhagen, Kongelige Bibliotek, Gl. kgl. S. 1633 4° 
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Dijon, Bibliothèque Municpale, 2 
Douai, Bibliothèque Municipale, 372 
Dublin, Chester Beatty Library, 22* 
Engelberg, Stiftsbibliothek, 3-5* 
Florence, Biblioteca Medicco-Lorenziana, Plut. XII 17 
Glasgow, University Library, Hunter 229* 
's-Gravenhage, Koninklijke Bibliotheek, 76.F.5* 
's-Gravenhage, Meermanno-Wcstrianum 10 Β 25 
Heidelberg, Universitätsbibliotck, IX, Sal.Χ, 16* 
London, British Library: 
Add. 37472 
Arundel 44 
Arundel 157* 
Cotton Nero, C I V 
Lansdowne 381 
Lansdowne 383 
Royal 12 C xix 
Royal D. χ 
London, Lambeth Palace, Lambeth Bible* 
Los Angeles, Paul Getty Collection, 64* ** 
Lyons, Bibliothèque Municipale 410* 
Moulins, Bibliothèque Municipale, 1* 
München-Gladbach, Münster 1, 
Munich, Bayerische Staatsbibliothek: 
Clm 935* 
Clm 13031 
Clm 14159 
Clm 14399* 
Oxford, Bodleian Library, Laud Misc. 469 
Paris, Bibliothèque Mazarine, 36* 
Paris, Bibliothèque Nationale: 
fr. 52 
lat. 770 
lat. 5047* 
lat. 8846* ** 
lat. 8959 
lat. 10433* 
lat. 11534* 
lat. 11535* 
Paris, Bibliothèque Ste. Gcnevière, 8*, 10, 56 
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Salzburg Sankt Peter Stiftbibliothek: 
A.X.6** 
A.XII, 7 
A.XII.18 20* 
St. Petersburg, National Library of Russia, Lat. ζλ v. V, I. 
[Strasbourg] Hortus Deliciarum* ** 
Stuttgart, Landesbibliothek: 
Cod.Hist2 0 415* 
Hist. fol. 418* 
Tours, Bibliothèque Municipale, 193* 
Valenciennes, Bibliothèque Municipale, 501 
Verdun, Bibliothèque Municipale, 70 
Vienna, Nationalbibliothek, cod 1244, 2739** 
Warsaw, National Library, lat. F.v. 132 
Winchester Cathedral, Winchester Bible* 
APPENDIX C 
ANALYSIS OF THE USAGE OF RED AND BROWN INK IN 
OXFORD, BODLEIAN LIBRARY, MS. JUNIUS 11, PP. 3 46 
p. 3. There is a great deal of red oudine, often duplicating brown out-
line. Lucifer's 'throne in the west' is about 50% red. Lucifer's crown, 
wings, rod, toga left sleeve and hand are red and he stands on a raised 
podium, also oudincd in red. Many of his followers have red wings, 
robes or togas and three offer red crowns. In the second register the 
central figure, often identified as Michael, hands a single red palm and 
his toga is red. In the third register the Logos is outlined in red except 
for his head. The spears held in his (red) right hand are brown, but 
the book held in his left is predominantly red. 
p. 6. All brown except for supedanewn and a few touches of red on the 
toga and left sleeve. 
p. 7. All brown except for part of the toga and left sleeve and hand 
in the upper register. 
p. 9. Heaven is outlined in red, as is the door to Heaven. The ladder 
has red rungs and rests on red earth. The creation of Eve—the toga 
of the Logos is outlined in red. Withdrawing the rib the toga and the 
right sleeve in red outline, with some red oudine on the ground. The 
cross-nimbi in both registers are solid red. 
p. 10. In general brown oudine with the toga of the Logos in red. 
The cross in the nimbus is also red, but a darker red than that of the 
toga. 
p. 11. This contains the only full-colour figure in the manuscript. The 
general oudine including the robes, left hand and facial features of 
the Logos, are in brown while his right hand and head are oudined 
in red. 
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p. 13. AH oudines are in brown, but red is used for heavenly emissions 
and to decorate, leaves, fruits and half the mandorla. 
p. 16. In general brown outlines, including the cross-nimbus. The Logos' 
left hand and toga are oudined in red. It is worthy of note that part 
of the toga was originally oudined in brown, but the main outline over 
the shoulder, the bottom and the inner drape over the shoulder have 
all acquired a red outline. The folds on the shoulder and main drape, 
the outer edges of the main drape and the left hand are all in red 
without any under-drawing. Similarly the heavens seem to have been 
first outlined in brown then redrawn in red—although the second tier 
from the right shows no sign of brown. Much of the hell Mouth has 
also received secondary oudining in red. The flames of Hell are red 
as is the stonework of Hell. 
p. 17. In this series of miniatures the only figures completely oudined 
in red are the two cherubim on this page that together with the man-
dorla show no trace of brown. The Logos is again mainly oudined 
in brown, but the left hand, toga and the spine of his book are red. 
His solid red hair is outlined in brown. Once again parts of Hell are 
highlighted in red. 
p. 20. All the upper register, including the serpent, but excluding a 
small area of earth under Eve, is oudined in red. The lower register 
is all in brown outline. 
p. 28. Generally brown oudines, but the toga and part of the robe of 
the Tempter are in red. The toga has three folds in brown, one of these 
is over-drawn in red. The left sleeve of the robe is in red outline. The 
tempter has solid black hair and a solid red crown; this latter seems 
to have had an original brown outline that extends beyond the solid 
red at the back. 
p. 31. All brown oudines except for the toga and left sleeve and hand 
of the Tempter in the upper register. 
p. 34. Basically brown oudine, but the frames and part of the ground 
are in red. 
p. 36. All brown—the walls of hell solid black. 
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p. 39. All brown. 
p. 41. Primarily brown outline, but both the book and the serpent, in 
both positions are decorated with red. The book roll is banded with 
red. 
p. 44. All brown except for the toga, left sleeve and hand of the Logos 
on the left. 
p. 45. All brown. 
p. 46. All brown. 
APPENDIX D 
SCULPTURE, PAINTING AND GLASS 
nation of works analysed for basic types 
Aime, St. Martin 
Airvault, St. Pierre 
Amiens, Cathedral of Notre Dame (2) 
Andlau, Abbey 
Anzy-le-Duc, Priory 
Aries, St. Trophime 
Aulnay-de-Saintonge, St. Pierre 
Bourges, Cathedral of St. Etienne 
Chartres, Cathedral of Notre Dame (2) 
Chauvigny, Notre Dame 
Clermont-Ferrand, Notre Dame du Port 
Cluny, Museum Ochier 
Cottam, Church, font 
Cowlan, Church, font 
Etampes, Notre Dame 
Gurk, Church of Maria Himmelfahrt 
Hardham, St. Botolph 
Hildesheim, St. Michael 
Legden, Church 
Lyon, Cathedral of St. Jean (2) 
Malmesbury, Abbey 
Marckolsheim, St. Grégoire 
Moissac, Cloister 
Neuilly-en Donjon, St. Roch 
Nîmes, Cathedral of Notre Dame and St. Castor 
Poitiers, Notre Dame la Grande 
Poitiers, Ste. Radegonde 
Riems, Cathedral of Notre Dame 
Schöngraben, Church 
Sens, Cathedral of St. Etienne 
St. Antonin, Old Town Hall 
St. Benoît-sur-Loire, Abbey 
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St. Gabriel, Chapel 
St. Georges-de-Boscherville, Abbey church 
St. Plancard, St. Jean-le-Vigne 
St. Restituì, Church 
St. Savin, Abbey Church 
Tavant, St. Nicholas 
Thurleigh, St. Peter 
Tours, St. Martin 
Vézelay, Basilica of Ste. Madeleine (2) 
Windisch-Matrei, St. Nicholas 
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SUMMARY 
In almost every society recorded, man has been unable to accept death. 
In the Judo-Christian tradition the perfect and eternal existence for 
which man was intended has been denied him due to his own sinful 
nature. Man received the death sentence as a result of behaviour that 
infringed God's rules: death was the result of sin. The myth of Adam 
and Eve's fall and the consequences for mankind have coloured much of 
western culture and still influence attitudes today. Present day concepts 
of what is right and wrong, what, in fact, constitutes sin, have a long 
history, as does our conception of death. Many of the roots of present 
day attitudes can be found in the period 800-1200. This study attempts 
examine the concepts of death and sin during this period, to trace the 
changes and developments that occurred and place them in context. 
Written sources have been traditionally regarded as the most reliable. 
However, written sources, especially those of this period, can be very 
idiosyncratic. Visual sources have certain advantages: they can give an 
impression of what ideas and concepts were known to the educated. 
This study draws on both written and visual sources, but the primacy is 
given to the latter. Visual literacy demands knowledge, if not acceptance, 
of an idea or concept since there must be a point of recognition and 
an unfamiliar idea cannot be explained in familiar verbal terms. This 
hypothesis is strengthened by the fact that, generally speaking, the first 
known visual expression is later than first written sources dealing with 
a subject. This lag in time can vary from centuries, as in the case of 
Purgatory, to a few decades, as in the case of the emanation view of 
creation: in some cases ideas never find their way into visual vocabulary. 
There are other advantages to the visual vocabulary that give nuances 
to aspects that were seen at the time as so self evident or minor that 
they are not found in theological or didactic works: the severity of 
life outside paradise can be emphasised by Adam's use of a iron-shod 
spade: tenderness and love, whether human or divine, can be shown 
in small gestures: all these add another dimension to written works. 
Visual language has its own legitimacy and its own independence. It 
can confirm, complement or contradict a written text, giving a picture 
based on the ability of the 'reader' and the 'reader's' knowledge of the 
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ideas thus expressed. In this sense, illustrations must be regarded less 
as a subtext and more as a parallel text. 
In the period 800 1200 the iconography of death in northwestern 
Europe changed radically, and there were also significant changes in 
how the fall of man was depicted. Since visual metaphors change under 
pressure of developing ideas and circumstances, it is reasonable to 
assume that the iconographie changes reflect changes in mentality and 
circumstance. The first known representations of the fall (other than a 
single tile) and of death in this area after the collapse of Rome are both 
found in the mid-ninth century. Until the twelfth century the fall, as a 
subject, is found in clusters of time and place that generally coincide 
with an increase in the depictions of the personifications of death and 
with significant changes in its iconography. In both cases these depictions 
seem to be confined to manuscript illumination, whether through the 
loss of other media or through the specific character and relationship 
with text and reader. The intermittent character of the iconography 
highlights the changes and makes them easier to relate to their context. 
In order to identify the changes and to reduce the subjective factor 
of interpretation a method was devised to establish a genercd picture 
of what educated people in each period would regard not only as an 
adequate depiction of the fall, but by including the most common ele-
ments in a 'basic type,' would provide an instrument of measurement 
against which individual manuscripts could be compared. In this way 
justice would be done to the uniqueness of individual manuscripts 
and their specific context, as well as giving the more general view and 
relating that to the larger context. Miniatures expressed the ideas of 
an elite minority, but the essential elements at least, probably reached 
a wider audience than many theological and didactic works. It must 
also be born in mind that there is always a propaganda aspect: ideas 
may well be recognised but visual representation could be used to make 
such ideas concrete and give them validity. 
The four ninth century 'Touronian' Bibles were made in a rapidly 
changing world and one that, despite high conjuncture, was under 
threat from pagan and Islamic forces. It suffered too, from internal 
strife and uncertainty, both political and doctrinal. Much was written 
on the duties of kingship and the relationship between lord and vassal, 
and on a ruler's relationship with God. The close connection between 
Church and state and the lack of a fixed and acknowledged system of 
inheritance combined with a belief in the Frankish duty and destiny to 
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bring about the fulfilment of God's plan for mankind led to complex 
political and theological situation. These factors were of importance 
since the division of the Carolingian Empire on the death of Louis the 
Pious led to struggles between his survdving legitimate sons to hold or 
extend their regna. In this Bruderkrieg the support of the nobles, the 
potentes, was essential. Since the Empire was no longer expanding the 
means for rewarding and retaining potentes became more limited: a noble 
vassal expected his service and loyalty to be recognised and rewarded 
and, it was argued by some, that if this was not done then the king had 
failed in his duty and the vassal was free to seek another lord. Obviously, 
the granting of honores and beneficia was of prime importance, but other 
methods were used to bind a vassal to his lord. One of these was the 
moral pressure of the loyalty due to a good monarch, one ruling in 
accordance with God's law and with his approval. To present oneself 
as such a ruler was important, and more than his brothers, Charles the 
Bald seems to have been aware of the value of propaganda. Not only 
did several ruler portraits of him bring across this message, other works 
stressed the importance of a vassal's loyalty to a good lord. 
Although the basic type, in essence, is a construct to function as a 
frame of reference, the Genesis frontispiece of one of the four so-called 
Touronian Bibles has all the most frequently found iconographie ele-
ments of the fall and none that are peculiar to that particular work. It 
is the only instance in this study that an actual miniature can serve as a 
basic type. This work, known as the Vivian Bible, shows the relationship 
between man and God in such a way that it reflects what was seen by 
Charles the Bald and his circle as the ideal relationship between lord 
and vassal. It shows a close relationship between God and man. God 
is a 'hands-on' Creator: Eve is not part of Adam, but created from 
material taken from him, just as Adam was created from earth. The 
emphasis lies on the dependency of the vassal, the goodness of the lord 
and the terrible consequences of betraying one to whom unswerving 
and unquestioning loyalty is due. The rest of creation is ignored, thus 
emphasising the importance of the relationship. The possession of a 
spark of divinity, shown by the facial resemblance of Adam and Eve to 
the Logos, implies the intended greatness of the loyal man. It is always 
clear that man has a choice between God and an outsider. The other 
three Bibles echo this theme: details refer to particular political situa-
tions and increase the propaganda aspect of the works. The idea of sin 
depicted in the four Carolingian Bibles is one that was propagated in 
the sphere of influence of Charles the Bald, but can be said to reflect 
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many of the more general preoccupations of the time. Sin is shown as 
social and political: it has nothing to do with the individual attitudes 
to honesty, sexuality, pride or even covetousness, nor does it deal with 
internal struggles and questions. It is a generic idea: betraying one's 
lord is a sign of unrighteousness and is punishable by banishment from 
God's presence. 
This theme of banishment is taken up in the images of death of 
the period. There is no one dominant image, but a serpentine and an 
anthropomorphic metaphor serve as bases to examine the idea. The 
strongly oppositional character of death in the two illustrated Carolin-
gian Psalters echoes much of the relationship dealt with in the Genesis 
miniatures. These works are less specifically political propaganda, but 
still bring across the message of the necessity of following one's Lord or 
facing the banishment of eternal death. Banishment is not the fate of 
the righteous, as Christ has overcome death. This aspect is emphasised 
by the use of the serpent at he foot of the Cross and the super aspidem 
motif in numerous works of the period. The death shown is the death 
of the soul, being deprived of God's presence for all eternity. Physical 
death plays no part in the ninth century illustrations. They show the 
generic death of the unrighteous that follows on the Last Judgment. 
There is a period of 120-130 years between the youngest of the 
Touronian Bibles and the next cluster of illustrations of Genesis 1-3. 
Their origins are more diverse than the earlier works, but all share a 
background of monastic reform, and they cover a period of roughly 
fifty years from the end of the tenth century. The troubled times and 
the breakdown of much secular authority led to the Church using 
its spiritual authority to impose some kind of order, but the Peace 
Movement was more than exchanging one authority for another; it 
was symptomatic of a rejection of violence, a feeling of unworthiness 
and a need for a reconciliation with God. Monastic reform gave more 
emphasis to the liturgy, to the prayers for the dead and to introspec-
tion. Violence may have been abhorred by the Peace Movement, but 
in the language, both literal and visual, of salvation it was common 
coinage. In Anglo-Saxon England the adversarial quality of the fight 
against evil was strengthened by the prelude of the myth of Lucifer's 
rebellion. Drama and dramatic presentation were used to make the 
Bible, the writings of the Fathers and hagiography more immediate. 
Especially the latter placed great emphasis on the virtue of virginity, 
while the works in general toned down sexuality. 
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The basic type for the period emphasises man and his actions, the 
relationship between man and God fading into the background some-
what. There is no reference to Man's divine potential and the element 
of choice has been gready reduced. Adam and Eve no longer resemble 
God or each other, and sexual characteristics are very evident. This 
seems to imply that sexual relations were part of life before the fall, but 
there is evidence that sexuality was regarded as a problem. The humans 
are shown as passive, malleable and credulous with the implication 
that they, or at least Adam, should have displayed more responsibility. 
However, in covering their nudity there is an acknowledgement of guilt 
and shame. God/Logos is shown only as a figure driving the pair from 
Paradise, not as a Creator or benefactor, or even as a judge. The early 
eleventh century basic type is much more pessimistic than the earlier 
one: the distance between man and God is too great for understanding. 
Man must accept his lot, his sinful nature and strive for repentance. 
The basic type warns against contamination, passivity and the failure 
to do good rather than actively doing evil. Man must acknowledge his 
weakness and unworthiness. Two manuscripts, both of Anglo-Saxon 
origin, have lengthy Creadon cycles and include the scenes of Lucifer's 
rebellion. One of these is particularly interesting as it shows the fall of 
man from Eve's point of view. In this, man's fatal flaw is weakness; he 
is led astray by good intentions, emotion and the inability to recognise 
evil counsel. The pictorial narrative of this manuscript is harsh: it 
shows an understanding of human weakness, and issues a warning of 
the insidious and hidden nature of temptation. It breathes uncertainty 
as to man's capacity to withstand the dangers that beset him, and the 
pull of the emotions. It was made at a time of political uncertainty 
and upheaval that also affected the monasteries. Seen in the context 
of the manuscript as a whole it forms part of a dramatic didactic and 
exhortatory work that both reflects the troubles and preoccupations of 
late Anglo-Saxon England, and attempts to show where the faults lie. 
The second Anglo-Saxon manuscript presents a very different picture: 
Eve not only symbolises sexuality and the senses, but also the love of 
power and possession. Her relationship with Adam, too, has changed 
and she is depicted from the first as secondary and subordinate, for 
the first rising from Adam's side, while still being shaped by the Logos. 
This manuscript was made at a time when there was considerable 
dispute about clerical marriage and even female religious institutions, 
feeling that they were more prone to sexual temptation than regular 
male (reformed) clergy. Moreover, the late tenth and early eleventh 
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century in England were dynastically uncertain, and while virginity 
was preached and praised, the uncertainties of royal succession made 
'proved' descent essential. Other works, too, emphasise Eve's role and 
that of sexual temptation. 
In spite of the great difièrences in the four manuscripts certain ele-
ments stand out. The basic type, taken in isolation, is pessimistic, but 
within the iconographie programme as a whole it serves as part of the 
cycle of sin, repentance and redemption. Man is now required to fight 
his own nature; his role is more active and reasons given for his choices, 
one of those being his sensual nature and susceptibility to sexuality. 
Eve becomes not only more female, but also a metaphor for weak-
ness, sinfulness and sexuality, even being allied to evil. Adam is shown 
as the intellect or reason that can be seduced from its high purpose 
by bodily imperatives; body and soul are at war with each other. It is 
worth noting, that apart from the Hildesheim doors that were made 
in time of local conflict, there are no depictions of the fall from the 
Germanic lands, despite the huge output of Ottoman art. It would 
seem that political instability or general uncertainty caused men to re-
examine the nature of good and evil. The works are highly dramatic 
and appeal to the senses against which they warn the reader. They can 
be seen as propagating the ideals of the Cluniac reform movement, 
with its emphasis on concentrating only on God, denying the senses 
and acknowledging the values of virginity. The idea of sin had become 
internalised; it was something to which everyone was susceptible and 
the true Christian must fight a battle within himself. 
The second cluster of images of the personification of death coin-
cides very closely with the second cluster of fall images, but shows a 
different geographical spread. Once again Anglo-Saxon images form 
an important part of the cluster, but others come from the Ottonian 
Empire, the two geographical areas rendering very difierent images of 
death. Physical death begins to play a role and is regarded as inevi-
table, but also holds out the possibility of eternal life as well as the 
threat of eternal death. Man's fate is much more in his own hands: he 
is responsible for his or her own salvation. The Ottonian manuscripts 
are optimistic on this point: by application, good works, love of God 
and under the rule of the emperor it is possible to follow Christ. The 
Anglo-Saxon works are more pessimistic, laying the emphasis on man's 
inherent weakness and the possibility that he will fail God, and forfeit his 
claim to heaven. Part of this pessimism can be traced to the uncertain-
ties of the political and social situation in which choices were difficult 
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to label as morally good or evil, and frequendy must have conflicted 
with worldly concerns. Those such as the Eve of the first Anglo-Saxon 
manuscript, trying to do their best, but beset by conflicting counsel, 
anxious for what they hold dear in this life, abandon the first precepts 
in an attempt to improve the situation: for them the demonic death lies 
in wait, not a certain fate, but a very possible one. The ultimate fate of 
the other Eves, who give themselves over to the lures of the flesh and 
the things of the world, is certain, but they also present a danger to 
others, enticing them to the same fate. It is perhaps not surprising that 
the Ottonian manuscripts give a far more optimistic picture of death: 
there is no pictorial debate or contemplation of what constitutes sin, 
no lack of certainty about what is right. Of the greatest importance 
is the growth of the idea of personal responsibility, that eternal life is 
something to be earned by fighting against, not only the temptations 
of the world but the human weakness in oneself that makes one sus-
ceptible to those temptations. 
The third cluster of images is found fifty to sixty years after than the 
second, at the beginning of the twelfth century and takes in the whole 
of northwestern Europe. This was a time of complexities and contra-
dictions, of massive pilgrimage movement and crusade, but also of 
shunning the world and living a life of contemplation. It was a time 
of both unity and division, with individuals and realms joining in 
such enterprises as the crusades, but there was also war between the 
rulers, conflict between Church and state, schism within the papal sec 
and attacks on Jewish communities. Attitudes to women and sexual-
ity were also ambiguous: sexuality was still perceived as a danger, but 
'womanly' qualities, as an extension of the Marian cult, were held in 
high regard and attributed to churchmen and even Christ. Church 
and state were still intrinsically bound to each other, but there was a 
tendency to try to define the boundaries more clearly. The response to 
the call to crusades was great, to a large extent due to the penitential 
aspect and the promise of the remission of sins for those taking part. 
The rhetoric of the crusades played very much on the idea of the Old 
Testament God, but for those turning for spiritual comfort or growth 
to the monastic or eremitic life, the idea of the aflèctive and human 
elements of belief dominated. There was much diversity in the way 
men sought God and a general optimism that one could, with the right 
model, find a path to the knowledge of God. The way to salvation 
became more personal: the individual was a sinner, but seen not so 
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much as a vassal who betrayed his lord, but as an erring child whose 
faults can be corrected by a loving parent. There was less distrust of 
the senses and man could take pleasure in the works of God in nature, 
and also create images and sights that would raise the viewer's thoughts 
to God. Virginity and the avoidance of any form of sexuality was the 
ideal, but, in line with the general optimism of the period, sexuality 
and sexual sin were not unforgivable. Everyone who truly repented 
could be forgiven. One important element in the fight against sin and, 
more particularly sexuality, was the recognition of the weakness and 
impulses of the body. Virtue consisted less of not feeling temptation, 
but of controlling and banishing the urges to sin. Succumbing to bodily 
imperatives was still seen as a 'female' weakness, and those who could 
control themselves were felt to have 'masculine' strength. 
Due to the extremely close link between sin and being 'human' it 
is necessary from this point to also consider the scenes of the creation 
of Eve. These tend to serve two functions the beginning of Heilsge-
schichte and representing the work of the sixth day. The choice of the 
creation of Eve to represent the works of the sixth day implies that she 
represents humanity, or perhaps that part of man that is human. The 
Logos is no longer a hands-on Creator, but a mighty being at whose 
word Eve rises from Adam's side, implying that the female is intrinsic 
in man, but, on God's command, can be separated. The basic type 
of this period is optimistic, showing that the weak and flawed part of 
man can be removed. The bearded Adam of the creation can be seen 
as the 'perfect' man, as he was intended to be, and can be once again. 
There is less emphasis on sexuality although the danger is still there: 
more attention is given to Adam's failure to withstand temptation 
than to any seductiveness, whether deliberate or not. In most of the 
individual manuscripts the miniatures give a picture that conflicts 
somewhat with the picture of a loving and personal God painted by 
the texts of the period. God is a mighty Creator, not hands-on, but 
remote: man is part of creation as whole and the special relationship 
between man and God is lessened. More is made of the role of the 
devil in man's downfall and Eve is dealt with more kindly than in the 
previous cluster of miniatures, but she in not fully absolved from 
the sexual connotations or of the weakness of the senses. Sexuality and 
its dangers are recognised as an encouragement to fight this particu-
lar form of temptation. Possibly the explanation for the more lenient 
attitude to Eve can be found in the growing anti-Judaism, evident in 
the treatment of Cain in some of the miniatures that strongly identify 
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him with the contemporary stereotype of the Jew. The Jew not only 
provided another scapegoat, but also served to help define the Christian 
by stating what he was not. This marginalisation and denigration of 
a section of the community can be seen in the increasing number of 
the scenes of Cain murdering Abel. To a certain extent it can be said 
that attention moved, if only to a slight degree, from the first sin to the 
first crime. This was made the easier by the association of Jews with 
sexuality and sexual perversity, so that, too, while not visually conflated 
could be (subconsciously) related. 
The general optimism found in the Ottonian depiction of death 
continues, but is tempered with warnings: the anthropomorphic death 
becomes increasingly demonic. In all types of death the aspects of sin 
and horror are combined with hope and humanity. For the first time 
there is a dominant figure that can be seen as death, the dragon of 
the super aspidem motif, however the victor is no longer Christ alone, 
saints and even the ordinary Christian now share this victory. This dif-
fers from the more optimistic works of the earlier period by taking a 
far more military and oppositional stance: eternal life is not gained so 
much by good works as by fighting sin and death, not by the externally 
visible charity but by the hidden fight within oneself. The increasing 
use of the dragon and demonic images indicates that sin and death 
were becoming ever more closely identified with each other. It may be 
said that while earlier works showed the fate of the unrighteous to the 
righteous reader, these aim to frighten and worry the reader, to cause 
him to consider his own life and sins. 
Despite the growing optimism and the ability of the ordinary Chris-
tian to defeat the enemy within, there are coundess warnings that victory 
was not easy or automatic. The miniatures are designed to appeal to 
the reader as an individual, rather depicting the fate of a faceless mass 
of the unrighteous. The internalisation of the struggle blurs the lines 
between eschatological death and sin as the cause of cschatological 
death. The miniatures of the fall and those of death show two different 
aspects: the first show something concrete, an action and outward sign 
of sinfulness, while the death initials depict the secret and hidden sinful 
thoughts and propensities. The division between external and internal 
can be seen in the scenes of the creation of Eve. She is shown as part 
of man, but a removable part: she can be seen as the counterpart of 
the semihomines that represent man's lower nature in the symbolic fight 
against sin, susceptible to the world and the senses. The death miniatures 
give litde indication that sexuality was seen as a particular threat, but 
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the fall miniatures, while Eve is not overtly seductive, show her as allied 
with sin and sexuality. Sin and death become more and more closely 
entwined in this period, and while death has not yet been absorbed 
into sin, the tendency is discernable: by defeating sin the Christian also 
defeated death. Death becomes more horrific and threatening, but there 
is now room for the physical death to be considered. 
Unlike the earlier periods there is no sharp break in the incidence of 
miniatures of the fall and death, instead there is a steadily increasing 
number of works containing such miniatures. In the second half of 
the twelfth century many trends and tendencies of the earlier half of 
the century took on more definite form. The theological and didactical 
works held to the importance of virginity, but in the works of fiction 
both the virtuous maiden and the chivalrous knight can expect their 
reward to be found in mutual sensual delight. Women were depicted as 
dangerous, sometimes not deliberately so, but villains could be driven 
to evil by lusting after their beauty. Even virtuous or well-intentioned 
women were frequendy depicted as being susceptible to blandishments, 
fear or threats. It is noteworthy that sexual sin in the context of fic-
tion is shown to be outside the patronage system. This could also be a 
reflection of the Church's growing control of marriage and the eSort 
to keep unions within the purview of the patronage system. Tension 
between state and Church and within the Church itself led to a new 
emphasis on law and codification. The broad based support for the 
crusades lost much of its impetus, and these became more of a purely 
military endeavour. Marginalisation of Jews and heretics increased, 
with anti-Semitism replacing anti-Judaism. Theoretical and theological 
works drew a new division between God and Nature, making God's 
part in Creation more distant. 
In the miniatures of the period there is a resurgence of the animation 
or formation of Adam, who regains the features of the Logos, but the 
creation of Eve is still more frequently depicted, indeed this scene is 
shown more frequendy than the fall itself. The expulsion from paradise 
and the murder of Abel are also increasingly frequendy shown. There 
are increasing numbers of German works depicting the fall, while those 
of French and English origin decrease. There is difierence in emphasis 
in manuscripts that show both the creation of Eve and the fall and those 
that depict only the fall. In the first she is less liable to be seductive or 
allied with evil and sin. This can be seen as an attempt to show creation 
as initially and inherendy good. In the basic type the relationship with 
God is somewhat remote and he is a person of authority whose retri-
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bution is swift. Eve is portrayed as an unknowing tool of evil, through 
her own susceptibility. Adam, too, is shown as susceptible, not only to 
'feminine weakness' but also to more 'masculine' traits such ambition 
and covetousness. These reflect the more moderate attitudes to women 
and a greater degree of acceptance of the fact that virginity was not 
for everyone. Adam transgresses the law, goes outside the established 
rules and therefore puts himself outside accepted society. While Adam's 
sin is individual and he is personally responsible for his actions, the 
punishment for transgression is impersonal: it is the due process of 
law. Individual manuscripts emphasis the role of God as Creator, even 
architect, and the accent lies on his divinity and omnipotence. The fall 
is brought ever closer into Heilsgeschichte while the Logos becomes 
more and more remote, when the Logos uses hands-on creation this 
is generally reserved for Adam and there is an implication that man is 
closer to God than woman. Even if hands-on creation is shown, sub-
sequent events do not depict a close and loving relationship between 
man and God. There is more emphasis on man's deeds in regard to 
God than any interaction or dialogue. There is a reduction of overt 
anti-Semitism that does not agree with the events and writings of the 
times. However readers are invited to make a causal link between the 
fall and murder. Despite a more positive attitude to women and mar-
riage there is still clear distrust of the female, of sexuality and even 
following the advice of a wife. The changes in the creation of Eve 
show distrust, not only of a female body but a female way of thought. 
Much emphasis is placed on Eve as the dominant and leading figure 
and Adam's weakness, or even eagerness, in following her. Man is shown 
as sinful and flawed and the reader is encouraged to work on his inner 
salvation and control his sensual nature. 
While the incidence of fall miniatures increases, that of miniatures 
with a clearly defined personification of death decreases. The tendency 
to equate sin and eschatological death grows and the dragon of death 
becomes one with the dragon that is Satan and the symbol of sin. 
The increasing use of sarcophagi shows the new emphasis on physical 
death. In scenes of internal struggle we see less the fight for the soul 
than the fate of the soul that has lost its fight for virtue. The idea of 
a cosmologica! tree or ladder became a new visual metaphor for the 
soul trying to reach heaven: in these the opposition was not between 
eternal life and eternal death, but between virtue and sin. 
The twelfth century miniatures, strangely for a period so concerned 
with the internal, give a picture of the importance of purification 
through punishment. The sinful nature of man is acknowledged, but 
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the emphasis lies on redressing wrongs. Possibly the pessimism of the 
previous century, when it must have seemed that few would be found 
worthy of heaven, was responsible for the growth of the idea that, 
despite weakness and sin, men and women could undergo a period 
of purification making them fit for heaven. Heaven was possible for 
everyone who truly repented, but they must pay for their sins. Eternal 
life had become heaven, and eternal death, damnation. Damnation was 
no longer exile from the presence of God, but eternal pain and punish-
ment for the sins committed in life. While eschatological death lost its 
power to terrify, fear of physical death must have been increased by the 
knowledge that an unknown period of painful purgation awaited. 
The twelfth century saw not only a proliferation of miniature with the 
fall as the subject, but it began to appear in more publicly accessible 
places. It is of interest to see whether the same message or messages 
were broadcast by sculptures, frescos and stained glass as the miniatures 
and whether the subject in miniatures that were essentially intended for 
solitary, if not individual, contemplation, was handled differently when 
intended to be viewed, sometimes en masse or at least in the probable 
presence of others. It is necessary to make distinctions between these 
works based on whether they were accessible to a broad public, restricted 
to a public similar to that of the miniatures, or were virtually invisible 
or indistinguishable. In the basic type intended for a wide public there 
is close visual connection between Eve and the serpent, but Eve would 
not be overdy seductive and the serpent would be as likely to have a 
dragon's head as that of a snake. The basic type for a more restricted 
audience is similar, but Eve is more active and the serpent would not 
have a dragon's head. The only difference between the restricted type 
and the invisible is that the close visual connection between Eve and 
the serpent would be missing. Indeed there seems to be litde on which 
to construct a basic type of this sort. However there are noticeable dif-
ferences in the frequency of various elements in the first two categories. 
Altogether there is more emphasis on the actions of Adam and Eve 
in the restricted works, while the more public works give weight to the 
dangers of temptation. Overt sexuality is apparent in a minority of 
works, but Eve is generally more dynamic and confident than Adam, 
who is frequendy shown as hesitant. It can be said that iconographie 
features were adjusted to suit the intended public. Those intended for 
monks or priests are more orientated to the masculine, but warn of 
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female deviousness and sexuality. There is considerably less emphasis 
on sexuality in works intended for a broad public that could be per-
mitted some form of sexual relations. The use of the dragon-headed 
serpent implies of the devil as the source of temptation and warns of 
the dangers of external evil. 
There are no monumental works that have a figure that could be 
unambiguously labelled as Death, but the same period saw the mak-
ing of numerous public works of the Last Judgement, in particular 
the highly visible tympana. Many of the public works can be seen as 
a simplification of the visual exegesis of the miniatures, but fulfilled 
other functions. These could include, in the case of the barely visible 
works, a statement by the community of its beliefs, its own sense of 
guilt and unworthiness, a sort of perpetual confession made for God's 
view and man's comfort. It is also possible that they had an apotropaic 
function. Those works intended for a broad public must have had great 
force at the time they were made. For many these would be Bible his-
tory made real and concrete. The majority of this public could not be 
expected to see metaphors in such works; the warning s and sermons, 
the teachings of the church were made concrete and real, but would 
be taken literally. However, such works would also have had a subcon-
scious effect particularly in the visual links between the female and sin. 
Nevertheless, the contrast offered between Mary and Eve made choices 
clear and distinct. While the emphasis on the Virgin held out hope the 
Last Judgement scenes must have been terrifying, and entering a church 
under such a scene would have been a symbolic act. 
The works for a restricted public can rival manuscripts in their 
iconographie and theological complexity and if certain works of a more 
complex nature were scrutinised by the general public there was usually 
a simpler message to be distilled from them. Works intended for this last 
group were perhaps a little friendlier to females, less hostile to marriage, 
but above all, they were a simple exposition of Heilsgeschichte. Many 
of the works seem to have drawn on a pool of images chiefly springing 
from miniatures, but adapted to suit a more general and less learned 
public and to broadcast a message deemed suitable for that public. 
What was thought to constitute sin is clearly dependent on context. 
The idea of sin was influenced by many factors, including the social 
and political conditions of the times. The miniatures form both a 
statement of what, in the view of the makers, constituted sin and its 
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consequence, but were also a means to propagate their views. Propagate 
here meaning not necessarily to convince others who held different 
views, but to confirm and give validity to those views. The combined 
working of the authority of the written word, especially the word of 
God, and concreteness of visual representation could be regarded as 
an exceptionally efièctive method of bringing ideas to the attention 
of the educated reader, and stimulating him or her to reflect on those 
ideas. In the four hundred years reviewed there is a shift in emphasise 
evident from a generic to an individual view of both sin and death. 
In the early period the attention is on man's relationship with God 
and his part in fulfilling God's plan, but over urne this recedes to the 
background and the emphasis shifts to the individual's fight against 
sin and his hopes of avoiding eternal death. With the individualisation 
comes internalisation: a sense of personal responsibility for one's fate 
is allied to an acknowledgement of inherent weakness and susceptibil-
ity to sin. Sin becomes less a betrayal and more a transgression of the 
divine law. Not just deeds but thoughts and inclinations can be classed 
as sin. Christ has given man the means of redemption, but it is up to 
the individual to avail him or herself of those means. With the increas-
ingly strict sense of what constituted sin and the emphasis on how the 
individual could be saved there developed a more differentiated idea of 
the consequences of sin. The price of sin was no longer simply eternal 
death as a generic fate of the generic unrighteous, not necessarily eter-
nal damnation but a sliding tariff Those who truly struggled against 
their lower nature, repented of their sins could be forgiven. They must 
pay the price and be purged of their sins. The idea of purgation was 
not new, but by the twelfth century the idea that this would only take 
place after the last judgement had made way for a belief in a first and 
provisional judgement immediately following physical death. This new 
attitude meant that virtually everyone could achieve salvation, but at 
the cost of dreadful pain and suffering. This is reflected in the minia-
tures: visual personifications of eschatological death gradually became 
transformed into personifications of the cause of eschatological death, 
sin. The eschatological death had lost much of it power to terrify, but 
physical death would almost certainly herald an unknown period of 
purgation. As the old personifications of death were submerged into 
those of sin and damnation, a new form began to emerge. Something 
was needed to symbolise the ending of physical life, the separation of 
body and soul and the initiation of the purgation process. Since the 
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female, already more and more closely associated with sin in the form 
of the dracontopede with Eve's face, was the symbol of the senses and 
the physical, this new physical death was a woman. Her act in separat-
ing body and soul was the last phase of physical life; the soul was freed 
from the constraints of the body and the world had no more power to 
tempt of corrupt. The portal to eternal life was physical death. 

SAMENVATTING 
Gij zult niet sterven: de concepten van zonde en dood als uitgedrukt in de 
miniatuurkunst van noord-west Europa c. 800-1200 
In bijna elke maatschappij kan de mens de dood niet accepteren. In 
de Joods-Christelijke traditie verloor de mens door zijn eigen zondige 
aard het volmaakte en onsterfelijke bestaan waarvoor hij werd bestemd. 
Hij werd tot de dood veroordeeld wegens overtreding van de door 
God gegeven regels: dood was het gevolg van zonde. De mythe van 
de Zondeval en de gevolgen voor de mensheid hebben een enorme 
invloed gehad op het westerse cultuur, ook tot op heden. Onze huidige 
concepten van goed en kwaad, van wat zonde eigenlijk is, hebben een 
lange geschiedenis; en zo ook onze ideeën over de dood. Veel van onze 
hedendaagse ideeën over zonde en dood hebben hun wortels in de 
periode 800-1200. Dit onderzoek bekijkt de concepten van zonde en 
dood in deze periode; het volgt de veranderingen en ontwikkelingen, 
en probeert ze in hun context te plaatsen. Schriftelijke bronnen worden 
meestal gezien als de meest betrouwbare, maar, zeker in deze periode, 
kunnen ze erg idiosyncratisch zijn. Visuele bronnen hebben enkele 
voordelen: ze geven een indruk van de ideeën en concepten die onder 
geletterden min of meer gemeengoed werden. Dit onderzoek steunt op 
zowel schriftelijke als visuele bronnen, maar de visuele bronnen nemen 
de boventoon. Om een visuele bron te kunnen 'lezen' wordt kennis, 
al dan niet acceptaüe, van een concept of idee vereist: er moet een 
herkenningspunt zijn, en nieuwe ideeën kunnen niet in bekende termen 
uitgedrukt worden. Deze hypothese wordt gesteund door het feit dat, in 
het algemeen, de eerste visuele uitdrukkingen later dan schriftelijke bron-
nen over één en hetzelfde onderwerp plaats vinden. Dit üjdsverschil kan 
variëren van eeuwen, zoals in het geval van het Vagevuur, tot een paar 
decennia zoals in de ideeën over de emanatietheorie van de Schepping. 
Soms komen bepaalde ideeën nooit tot een visuele uitdrukking. Er zijn 
andere voordelen van een visuele 'woordenschat' die nuancering geven 
tot aspecten die als vanzelfsprekend werden beschouwd, of van weining 
belang werden geacht zodat ze in theologische en didactische werken 
niet voorkomen. Het harde leven buiten het Paradijs krijgt nadruk 
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door het werk van Adam weer te geven: tederheid en liefde, menselijk 
of goddelijk, kan in een klein gebaar gezien worden. Zulke dingen 
geven een nieuwe dimensie aan geschreven werken. Visuele taal heeft 
zijn eigen legitimatie en onafhankelijkheid. Het kan geschreven teksten 
steunen, aanvullen of tegenspreken, en een beeld geven dat gebaseerd 
is op de 'lezer' en de lezers kennis van de ideeën die daarmee worden 
uitgedrukt. In deze zin moeten illustraties niet gezien worden als een 
subtekst maar als een parallelle tekst. 
In de periode 800-1200 is de iconografie van de dood in noordwest 
Europa radicaal veranderd, en ook waren er drastische veranderingen 
in hoe de Zondeval werd uitgebeeld. Visuele metaforen veranderen 
onder druk van ideeën en omstandigheden, dus is het aannemelijk dat 
de iconografische veranderingen die veranderingen weerspiegelen in 
mentaliteit en omstandigheden. De vroegste bekende afbeeldingen van 
de Zondeval (behalve één tegel) en de dood in dit gebied, na de val 
van Rome, komen beide uit het midden van de negende eeuw. Tot de 
twaalfde eeuw komt de Zondeval als visueel onderwerp in clusters voor, 
in zowel tijd als plaats; en deze vallen samen met een toenemend aantal 
afbeeldingen van personificaties van de dood, en ook met veranderingen 
in de iconografie daarvan. In beide gevallen lijken deze afbeeldingen 
beperkt tot handschriftverluchting misschien door het verloren gaan van 
andere media, of door de bijzonder relatie tussen tekst en lezer. Het 
sporadische karakter van de iconografie benadrukt de veranderingen 
en vermakkelijkt de relatie met hun context. Om de veranderingen te 
identificeren en ook de subjectiviteit van interpretatie te minimaliseren 
werd een methode ontwikkeld om een algemeen beeld te vormen van 
wat geletterde mensen in elke periode als een adequate afbeelding van 
de Zondeval zouden vinden. Door de gemeenschappelijke elementen 
in een 'basic type' samen te voegen werd een meetinstrument gemaakt 
waarmee de afzonderlijke handschriften vergeleken kunnen worden. 
Op deze manier wordt recht gedaan aan de afzonderlijke handschriften 
en hun context, én wordt een meer algemene kijk op de iconografie 
en bredere context verkregen. Miniaturen drukken de ideeën van een 
kleine élite uit, maar het is zeer goed mogelijk dat tenminste de meest 
belangrijke elementen een groter publiek hebben bereikt dan veel theo-
logische of didactische werken. Ook van belang is het element van 
propaganda: ideeën werden misschien wel bekend, maar een visuele 
uitdrukking zou gebruikt kunnen worden om deze te concretiseren en 
te valideren. 
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De vier negende-eeuwse bijbels, de zogenaamde 'Bijbels van Tours', 
werden in een snel veranderende wereld gemaakt, een wereld die, 
ondanks een hoge conjunctuur, bedreigd werd door zowel heidense als 
islamitische machten. Er was ook interne onenigheid en onzekerheid, 
zowel politiek als theologisch. Veel werd geschreven over de plichten 
van de vorst en de relatie tussen een heer en zijn onderdaan, en over 
de relatie tussen een vorst en God. Het nauwe verband tussen Kerk 
en staat en het gebrek aan een vast en erkend erfrechtsysteem, samen 
met een groot besef van het Frankische lot en de plicht om Gods plan 
voor de mensheid tot voltooiing te brengen, leidde tot een ingewikkelde 
politieke en theologische situatie. Deze factoren waren van belang, want 
de verdeling van het Karolingische rijk na de dood van Lodewijk de 
Vrome heeft de strijd onder zijn zonen veroorzaakt. Die probeerden 
hun regna te behouden of vergroten. In deze Brüderkrieg was de steun 
van de adel, de potentes, essentieel. Het Karolingische rijk groeide niet 
meer en dus waren er minder middelen om steun te belonen: een edel-
man kon verwachten dat zijn dienst en trouw erkend en beloond zou 
worden: sommigen waren van mening dat, als een vorst dat niet deed, 
hij zijn plicht had verzaakt, en de onderdaan was vrij om een nieuwe heer 
te zoeken. Natuurlijk, honores en beneficia waren zeer belangrijk, maar 
er waren andere middelen om een man aan zijn heer te binden. Eén 
van deze middelen was het morele gewicht van de trouw die aan een 
goede vorst was vereist, een vorst die met de goedkeuring van God 
en volgens Zijn wetten regeerde. Meer dan zijn broers, was Karcl 
de Kale zich ervan bewust hoe belangrijk propaganda was om dit 
beeld over te brengen. Een aantal portretten van vorsten maken dit 
duidelijk, terwijl andere werken het belang van trouw aan een goede 
heer benadrukken. 
Hoewel het basistype een constructie is om als een soort meetlat te 
fungeren, bevat één van deze vier Bijbels alle iconografische elementen 
van de Zondeval die deze werken gemeen hebben, en geen enkele die 
alleen in dit werk voorkomt. Dit is de enige keer in deze studie dat 
een echte miniatuur als een basistype kan dienen. Dit werk, de Vivian 
Bijbel, laat de relatie tussen God en de mens zien op een manier die 
weerspiegelt hoe Karel de Kale en zijn kring de ideale relatie zagen 
tussen onderdaan en heer. Het laat een nauwe relatie tussen God en de 
mens zien. God is een 'hands-on' Schepper: Eva is geen deel van Adam, 
maar geschapen uit stof dat van hem afkomstig was, net zoals Adam uit 
de aarde werd geschapen. De nadruk ligt op de afhankelijkheid van de 
mens van de goedheid van de heer en op de rampzalige gevolgen van 
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het verraad van iemand die alle trouw verdient. De rest van de schep-
ping werd genegeerd, dus het belang van deze relatie wordt benadrukt. 
De gelaatsgelijkenis tussen Adam en Eva en de Logos maakt de god-
delijke vonk duidelijk en impliceert de geïntendeerde grootheid van de 
trouwe man. Het is duidelijk dat de mens een keuze heeft tussen God 
en een ander, een buitenstaander in deze relatie. De drie andere Bijbels 
geven dit thema ook weer, maar details wijzen naar specifieke politieke 
situaties en vergroten het propaganda aspect. Het idee van zonde in 
de vier Karolingische Bijbels werd door de kring van Karel de Kale 
gepropageerd, maar het geeft de meer algemene ideeën van de tijd 
weer. Zonde is maatschappelijk en politiek uitgebeeld: het heeft niets 
te maken met individuele houdingen tegenover eerlijkheid, seksualiteit, 
trots of begeerte; het heeft ook niets te maken met interne strijd of 
onzekerheden. Zonde is een generiek concept: verraad aan een heer is 
een teken van kwaad, en wordt door verbanning van de aanwezigheid 
van God gestraft. 
Het thema van verbanning is ook in deze periode in de beelden van 
de dood terug te vinden. Er is geen overheersend beeld, maar zowel 
een slangachtige als een antropomorfe metafoor dienen als een basis 
om dit idee te onderzoeken. De sterk oppositionele kenmerken in de 
twee geïllustreerde Karolingische psalters weerspiegelt veel van de relatie 
die in de Genesis minaturen afgebeeld wordt. In deze werken is de 
politieke propaganda minder specifiek, maar toch is er de boodschap 
dat de man zijn Heer moet volgen, of de verbanning van de eeuwige 
dood ondergaan. Verbanning is niet het lot van de rechtvaardigen, 
want Christus heeft de dood overwonnen. Dit aspect wordt benadrukt 
door het gebruik van de slang aan de voet van het Kruis en het super 
aspidem motief in een aantal werken van deze periode. De dood is hier 
afgebeeld als de dood van de ziel, uit de aanwezigheid van God verban-
nen, voor alle eeuwigheid. Fysieke dood speelt geen rol in de negende-
eeuwse miniaturen: ze geven de generieke dood van de kwaadwilligen 
weer die na het Laatste Oordeel komt. 
Er valt een periode van 120 à 130 jaren op tussen de jongste van de Karo-
lingische bijbels en het volgende cluster van Genesis 1-3 illustraties. Hun 
oorsprong is meer divers dan die van de oudere werken, maar ze hebben 
een achtergrond van kloosterlijke hervorming gemeen. Ze overspannen 
een periode van ongeveer vijftig jaar, vanaf eind tiende eeuw. De 
onrustige tijden en de gebrekkige wereldlijke autoriteit hadden bij de Kerk 
geleid tot het uitoefenen van geestelijke autoriteit voor het (gedeeltelijk) 
SAMENVATTING 749 
herstellen van de orde, maar de Vredesbeweging was meer dan de wis-
seling van één sosort autoriteit voor een andere; hij was symptomaüsch 
voor een afwijzing van geweld, een gevoel van minderwaardigheid en 
de noodzaak van een verzoening met God. De hervormingsbeweging 
legde meer nadruk op de liturgie, gebeden voor de doden, en intro-
spectie. De Vredesbeweging vond geweld gruwelijk, maar de taal van 
verlossing, zowel in woord als beeld, maakte gebruik van de metaforen 
van geweld. In Anglo-Saksisch Engeland kreeg het gevecht tegen het 
kwaad een sterker oppositioneel karakter door de populariteit van de 
mythe van de val van Lucifer. Drama en dramatische stijlen werden 
gebruikt om de Bijbel, patristische geschriften en hagiografie levendiger 
en actueler te maken. Vooral de hagiografie legde grote nadruk op 
maagdelijkheid, maar ook in het algemeen werd seksualiteit zo veel 
mogelijk weggewerkt. 
Het basistype voor deze periode legt de nadruk op de mens en zijn 
handelingen, terwijl de verhouding met God verschuift naar de achter-
grond. Er is geen melding van goddelijke vonken in de mens, en de 
keuzemogelijkheden zijn sterk gereduceerd. Adam en Eva hebben geen 
gelijkenis meer met God, ook niet met elkaar, en seksuele kenmerken 
zijn zeer duidelijk. Dit impliceerde dat seksuele relaties deel uitmaakten 
van het leven vóór de zondeval, maar er zijn tekens dat seksualiteit als 
problematisch werd gezien. De mens is afgebeeld als passief, kneed-
baar en goedgelovig, met de implicatie dat Adam, tenminste, meer 
verantwoordelijkheid had moeten tonen. Toch, door hun naaktheid 
te bedekken, erkennen zij hun schuld en schaamte. God/Logos wordt 
alleen gezien als een figuur die het paar uit het Paradijs verdrijft, niet als 
Schepper of goeddoener, ook niet als rechter. Het vroege elfde-eeuwse 
type is veel pessimistischer dan het negende-eeuwse type: de afstand tus-
sen God en de mens is te groot voor ons begrip. De mens moet zijn lot 
accepteren, ook zijn zondige aard, en berouw in zichzelf zoeken. Het 
basistype geeft een waarschuwing tegen contaminatie, passiviteit en 
het niet goeddoen, eerder dan actief kwaaddoen. De mens moet zijn 
zwaktes erkennen. Twee handschriften, beide Anglo-Saksisch, heb-
ben lange Scheppingscycli, inclusief scenes van de val van Lucifer. 
Eén ervan is bijzonder interessant want het geeft de Zondeval vanuit 
het oogpunt van Eva weer. Hier is het dodelijke gebrek in de mens 
zijn zwakte; hij laat zich leiden door zijn goede bedoelingen, emoties 
en onvermogen slechte raad te herkennen. Het visuele verhaal in dit 
handschrift is streng: het laat een begrip voor de zwaktes van de mens 
zien, en geeft een waarschuwing voor de verradelijke en verborgen 
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aard van verleidingen. Het toont onzekerheid over het vermogen van 
de mens om de gevaren rondom hem heen en de druk van emoties 
te weerstaan. Het werd gemaakt in een tijd van politieke onzekerheid 
en ontreddering die ook de kloosters raakte. In de context van het 
handschrift als geheel maakt de Zondeval deel uit van een dramatisch 
didactisch en vermanend werk dat de problemen van het laat Anglo-
Saksische Engeland weerspiegelt, en probeert te laten zien waar de 
fouten liggen. Het tweede Anglo-Saksische handschrift geeft een heel 
andere beeld: hier vertegenwoordigt Eva niet alleen seksualiteit en de 
zintuigen, maar ook de lust naar macht en bezit. Haar verhouding met 
Adam is ook anders, van het begin af is ze tweederangs; voor de eerste 
keer zien we haar uit de zij van Adam komen, terwijl de Logos haar 
nog vormt. Dit handschrift werd gemaakt toen er veel discussie over 
het priesterhuwelijk bestond, en ook over vrouwenkloosters, want 
men meende dat vrouwen meer vatbaar waren voor seksuele verleiding 
dan reguliere mannelijke (hervormde) monniken. Ook in de late üende 
en vroege elfde eeuw in England was de koninklijke successie onzeker; 
terwijl maagdelijkheid werd geprezen en gepredikt, moest de erfgenaam 
van een kroon zijn afstamming kunnen bewijzen. Ook andere werken 
leggen de nadruk op de rol van Eva en seksuele verleiding. 
Ondanks de grote verschillen in de vier handschriften van dit clu-
ster, komen bepaalde elementen naar voren. Op zich, is het basistype 
pessimistisch, maar binnen de iconografische programma's dient het 
als onderdeel van een cyclus van zonde, berouw en verlossing. De 
mens moest nu tegen zijn eigen aard vechten; zijn rol is actiever en de 
beweegredenen voor zijn keuzes zijn gegeven; één van die redenen is 
zijn sensuele aard en zijn zwakte tegenover seksualiteit. Eva wordt niet 
alleen vrouwelijker, maar dient ook als een metafoor voor zwakte, zonde 
en seksualiteit, soms echter als bondgenoot van het kwaad. Adam is 
voorgesteld als het intellect of de rede die van zijn hoge doelen afgeleid 
kan worden door lichamelijke verlangens; lichaam en ziel zijn in staat 
van oorlog met elkaar. Opmerkelijk, behalve de deuren van Hildesheim 
die tijdens een periode van regionale onrust werden gemaakt, zijn er 
geen afbeeldingen van de Zondeval uit de Duitse gebieden, en dat 
ondanks de enorme hoeveelheid van overgeleverde Ottoonse kunst. 
Het is goed mogelijk dat politieke instabiliteit of algemene onzekerheid 
ervoor zorgde dat men zich over de aard van goed en kwaad ging 
bezinnen. De werken zijn hoog dramatisch en doen een appèl op de 
zinnen, ook waarschuwen ze de lezer daar tegen. Ze kunnen gezien 
worden als het propageren van de idealen van de hervormingsbewe-
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ging van Cluny, met de focus op God, het beteugelen van de zinnen en 
de erkenning van het belang van maagdelijkheid. Het idee van zonde 
werd nu geïnternaliseerd; het was iets dat iedereen kan overkomen, en 
de ware christen moest tegen zichzelf vechten. 
Het tweede cluster van afbeeldingen van de dood valt chronologisch 
min of meer samen met het tweede cluster van afbeeldingen van de 
Zondeval, maar de geografische spreiding is anders. Opnieuw maken 
Anglo-Saksische afbeeldingen een belangrijk deel uit van dit cluster, 
maar er komen ook afbeeldingen uit het Ottoonse rijk, en de twee groe-
pen hebben zeer verschillende voorstellingen van de dood. De fysieke 
dood begon een rol te spelen, en werd als onafwendbaar gezien, niet 
alleen als de dreiging van eeuwige dood maar ook als een mogelijkheid 
voor eeuwig leven. De mens heeft zijn lot veel meer in eigen hand: 
mannen en vrouwen zijn verantwoordelijk voor hun eigen verlossing. 
Hier zijn de Ottoonse handschriften optimistisch; door ijver, werken van 
barmhartigheid, liefde voor God en onder het toezicht van de keizer 
is het navolgen van Christus mogelijk. De Anglo-Saksische werken zijn 
pessimistischer, met de nadruk op de inherente zwakte van de mens 
en de mogelijkheid dat hij zou falen en de hemel niet waard zou zijn. 
Dit pessimisme kan deels terug gevoerd worden naar de onzekerheden 
van de maatschappelijke en politieke situatie waarin keuzen moeilijk 
ids goed of kwaad te bestempelen waren, en zij zullen vaak met aardse 
belangen hebben gebotst. Mensen zoals Eva in het eerste Anglo-
Saksische handschrift proberen hun beste te doen, maar zij werden 
door tegengesteld advies omringd, en uit vrees voor wat ze in dit leven 
liefhebben te verliezen, dwalen zij van hun eerste principes af in een 
poging de situatie te verbeteren: voor hen ligt de demonische dood op 
de loer, dit is niet zeker, maar toch zeer goed mogelijk. Het lot van de 
andere Eva's die zich overgeven aan lichamelijke verlangens en aardse 
zaken is zeker, maar ze zijn ook, als verleiding, een gevaar voor anderen. 
De Ottoonse handschriften geven een optimistischer beeld, en dat is 
geen verassing want er is geen visueel debat over of bezinning op wat 
zonde is, geen gebrek aan zekerheid over wat goed is. Van enorm belang 
is het groeiende besef van persoonlijke verantwoordelijkheid, dat eeuwig 
leven verdiend moet worden, dat de christen moest vechten tegen niet 
alleen de aardse verleidingen, maar ook de zwakte in de mens zelf dat 
maakte dat ze voor zulke verleidingen bezweken. 
Het derde cluster van afbeeldingen kwam vijftig of zestig jaar na het 
tweede cluster tot stand, aan het begin van de twaalfde eeuw, en deze 
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afbeeldingen kwamen uit geheel noordwest Europa. Dit was een periode 
van complexiteit en tegenstellingen, pelgrimstochten en kruistochten, 
maar ook van het terugtrekken uit de wereld voor een meditiatief leven. 
Het was een tijd van eenheid, maar ook een üjd van strijd tussen indi-
viduen. Verschillende landen werkten samen aan zulke ondernemingen 
als de kruistochten, maar er was ook oorlog tussen vorsten, onenigheid 
tussen Kerk en staat, verdeeldheid in de Kerk zelf en geweld tegen 
joden. De houding tegenover vrouwen en seksualiteit was ambigu: 
seksualiteit werd nog steeds een gevaar geacht, maar 'vrouwelijke deug-
den' zoals afgeleid van de cultus van Maria werden hoog gehouden en 
aan geestelijken en ook Christus toegeschreven. Kerk en Staat waren 
nog steeds nauw met elkaar verbonden, maar er waren pogingen hun 
grenzen te definieren. De reactie op het appèl van de kruistochten was 
groot, grotendeels wegens het element van berouw en door de belofte 
dat de deelnemers van hun zonden verlost zouden worden. De rhe-
torica van de kruistochten gebruikte het idee van de God van het Oude 
Testament, maar voor degenen die geestelijke troost en groei in het 
kloosterleven of als eremiet zochten, hebben de menselijke en affectieve 
aspecten van geloof de boventoon gevoerd. Er was veel verscheidenheid 
in de manier waarop men God zocht en een algemeen optimisme dat, 
door het juiste model te volgen, men het pad naar het kennis van God 
kon vinden. De weg naar verlossing werd persoonlijk; het individu was 
wel een zondaar, maar werd niet gezien als een man die zijn Heer ver-
raadde, eerder als een kind wiens fouten een liefhebbend ouder zou 
kunnen corrigeren. De zonden werden met minder argwaan bekeken, 
en men kon plezier in Gods schepping beleven, en ook zelf werken 
maken die de geest dichter bij God zouden brengen. Maagdelijkheid en 
het vermijden van elke vorm van seksualiteit waren nog steeds het grote 
ideaal, maar in overeenkomst met het algemene optimisme, zouden sek-
sualiteit en seksuele zonde vergeven kunnen worden. Iedereen die zich 
echt berouwvol toonde zou vergeven kunnen worden. Een belangrijke 
faktor in het gevecht tegen zonde, en seksualiteit in het bijzonder, was 
de erkenning van de zwakte en verlangens van het lichaam. Deugd was 
niet zo maar de neiging om zonde niet te voelen, maar zulke neigingen 
te beteugelen en uit te bannen. Het zwichten voor lichamelijke lusten 
werd nog steeds als een 'vrouwelijke' zwakte gezien, en degenen die 
zich konden beheersen werden geacht 'mannelijke' kracht te hebben. 
Wegens het nauwe verband tussen zonde en 'menselijkheid' op dit 
punt moeten de scenes van de schepping van Eva in acht genomen 
worden. Deze hebben twee hoofdfuncties—het beginpunt van de Heilsge-
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schichte en als symbool van het werk van de zesde dag. De keuze van 
de schepping van Eva om de werken van de zesde dag te vertegenwoor-
digen impliceert dat zij de mensheid vertegenwoordigde, of misschien 
dat deel van de mens dat menselijk is. De Logos is geen 'hands-on' 
Schepper meer, maar een machtig wezen op Wiens woord Eva uit de 
zij van Adam rijst: dit impliceert dat vrouwelijkheid intrinsiek is aan de 
mens, maar op bevel van God, verwijderd kan worden. Het basistype 
van deze periode is optimistisch en laat zien dat het zwakke en besmette 
deel van de mens verwijderd kan worden. De bebaarde Adam van de 
schepping kan als de 'volmaakte' man gezien worden, de man zoals God 
wilde dat hij zou zijn, en de man zoals hij nog kan zijn. Er is minder 
nadruk op seksualiteit, hoewel het een gevaar blijft: meer aandacht 
gaat uit naar Adams gebrek aan standvastigheid dan naar verleiding, 
intentioneel of niet. De meerderheid van de miniaturen spreekt het 
beeld van een liefhebbende en persoonlijke God in veel teksten van de 
periode tegen. God is een machtige Schepper, ver verwijderd van de 
mens: de mens maakt deel uit van de hele Schepping en de relatie tussen 
God en de mens is niet zo bijzonder. De rol van de duivel krijgt meer 
aandacht en Eva is wat zachter behandeld dan in het vorige cluster, 
maar toch niet vrijgesproken van seksuele implicaties en sensuele zwakte. 
Seksualiteit en de gevaren ervan worden erkend als een aanmoediging 
om deze bepaalde vorm van verleiding te weerstaan. Een mogelijke 
reden voor deze wat zachtere houding tegenover Eva is de groeiende 
anü-joodse stemming die te zien is in hoe Cain wordt afgebeeld in een 
aantal miniaturen; deze identificeren Cain met het contemporaine ste-
reotype beeld van de jood. De jood diende niet alleen als een zondebok, 
maar ook om de christen te definieren door te laten zien wat hij niet 
is. Deze marginalisatie en denigratic van een deel van de maatschappij 
is te zien in het groeiende aantal scenes waarin Cain zijn broer ver-
moordt. De aandacht werd verschoven, ook al was het maar weinig, 
van de eerste zonde naar de eerste misdaad. Deze verschuiving werd 
makkelijker gemaakt omdat joden geassocieerd werden met seksualiteit 
en seksuele perversie zodat, terwijl er geen visuele conflatie was, deze 
(onbewust) ook aan elkaar gekoppeld zouden kunnen worden. 
Het optimisme van de Ottoonse afbeeldingen van de dood bleef, 
maar er kwamen ook waarschuwingen; de antropomorfe dood werd 
steeds meer duivels afgebeeld. In alle typen dood werden zonde en 
vrees met hoop en menselijkheid gecombineerd. Nu is er voor de eerste 
keer een dominante figuur van de dood, de draak van het super aspidem 
motief, maar de overwinnaar is niet Christus alleen, ook heiligen en 
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de gewone christenen kunnen de dood van de ziel verslaan. Er is een 
verschil met vroegere werken met een grotere militaire metafoor en 
niveau van oppositie: eeuwig leven komt niet zo zeer van goede daden 
als wel door het gevecht tegen zonde en dood, niet van de zichtbare 
werken van barmhartigheid als het verborgen gevecht binnen het eigen 
zelf. Het groeiende gebruik van afbeeldingen van draken en duivels 
bewijst dat zonde en dood nauwer met elkaar werden geïdentificeerd. 
Terwijl we kunnen zeggen dat vroegere werken de gerechtvaardigde 
lezer het lot van de onrechtvaardigde laten zien, hadden de werken 
van die periode als doel vrees en angst van de lezer op te wekken om 
hem over zijn eigen leven en zonden te laten bezinnen. 
Ondanks het groeiende optimisme en het vermogen van de gewone 
christen om de vijand binnen zichzelf te verslaan, zijn er talloze 
waarschuwingen dat de overwinning niet makkelijk of automatisch 
zou zijn. De miniaturen zijn eerder gemaakt cils een appèl aan de lezer 
als individu dan om het lot van een ongedifferentieerde menigte van 
onrechtvaardigen te laten zien. De internalisatie van de strijd vervaagt 
de grens tussen de eschatologische dood en zonde als de oorzaak ervan. 
De miniaturen van de Zondeval en de dood laten twee verschillende 
aspecten zien: de Zondeval miniaturen laten iets concreets zien, een 
handeling en extern teken van zonde, terwijl de initialen van de dood 
de geheime en verborgen gedachten van en neigingen naar zonde 
afbeelden. De scheiding tussen extern en intern is te zien in de scenes 
van de schepping van Eva. Zij is afgebeeld als een deel van de mens, 
maar een verwijderbaar deel: zij kan gezien worden als de tegenhanger 
van de semihomines die het lagere deel van de menselijke aard symboliseren 
in het gevecht tegen zonde, een deel dat vatbaar is voor de wereld en 
de zinnen. De miniaturen van de dood wijzen er maar zelden naar dat 
seksualiteit als een bijzonder gevaar werd geacht, maar in de miniaturen 
van de ZondevaJ, hoewel Eva niet opzettelijk verleidelijk is, lijkt haar 
afbeelding met zonde en seksualiteit verbonden. Zonde en dood zijn 
nog nauwer met elkaar verbonden in die periode, en ook als de dood 
nog niet helemaal in de zonde is opgenomen, is de tendens merkbaar: 
door zonde te overwinnen heeft de christen ook de dood overwonnen. 
De dood is angstaanjagender en dreigender geworden, maar er is nu 
ruimte om over de fysieke dood na te denken. 
In tegenstelling tot eerdere perioden, is er geen echte breuk in het 
voorkomen van miniaturen van de Zondeval en de dood, maar wel 
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een steeds groeiend aantal werken met zulke miniaturen. In de tweede 
helft van de twaalfde eeuw kregen veel tendensen uit de eerste helft 
van de eeuw een meer definitieve vorm. Theologische en didactische 
werken bleven het belang van maagdelijkheid nadrukken, maar in de 
romans vonden zowel de deugdzame maagd als de edele ridder hun 
beloning in gezamelijk sensueel genot. Vrouwen werden vaak als een 
gevaar afgebeeld, maar mannen konden door haar schoonheid tot lust 
en kwade daden gedreven worden. Ook deugdzame vrouwen met de 
beste bedoelingen werden vaak afgebeeld als ontvankelijk voor vleierij, 
angst of dreigementen. Het is merkwaardig dat seksuele zonde in de 
romans buiten het systeem van het patronaat ligt. Misschien is dit een 
weerspiegeling van de groeiende invloed van de Kerk op het huwelijk 
en de poging huwelijken binnen het systeem te houden. Spanning tus-
sen Kerk en staat leidde tot een grotere nadruk op het rechtsysteem 
en codificatie. Veel minder gewone mensen steunden de kruistochten, 
die steeds meer als een zuiver militaire onderneming werden gezien. 
Marginalisatie van joden en ketters werd vergroot, en anti-Judaïsme 
werd vervangen door anti-Semitisme. Theoretische en theologische 
werken maakten een nieuwe scheiding tussen God en de Natuur, en 
maken de rol van God in de schepping meer afstandelijk. 
In de miniaturen van die periode komt de schepping of animatie 
van Adam opnieuw voor, en Adam krijgt weer de gelaatstrekken van 
de Logos, maar de schepping van Eva komt nog vaker voor, vaker 
ook dan de Zondeval zelf. Het aantal afbeeldingen van de verdrijving 
uit het Paradijs en de moord op Abel was ook toegenomen. Er is een 
groeiend aantal Duitse werken waarin de Zondeval is afgebeeld, maar 
minder werken van Engelse of Franse oorsprong. Er is een verschil in 
wat werd benadrukt in de handschriften die zowel de schepping van 
Eva als de Zondeval laten zien en die waarin alleen de Zondeval te 
vinden is. In de eerste is er minder kans dat Eva wordt afgebeeld als 
verleidelijk of verbonden met zonde en kwaad. Dit kan gezien worden 
als een poging de schepping af te beelden als inherent goed. In het 
basistype is de relatie met God niet erg nauw, en God wordt afgebeeld 
als een autoriteitsfiguur die snel tot straf overgaat. Eva is voorgesteld 
als, door haar eigen ontvankelijkheid, het onnozele werktuig van het 
kwaad. Adam is ook ontvankelijk, niet alleen voor 'vrouwelijke zwakte' 
maar ook meer 'mannelijke' trekken zoals ambitie en nijd. Deze laten 
een meer gematigde houding zien tegenover vrouwen, en een erken-
ning dat maagdelijkheid niet voor iedereen was. Adam is in overtreding 
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met de wet, gaat de regels te buiten en plaatst zich zodoende buiten de 
maatschappij. Terwijl de zonde van Adam van hemzelf is, en hij per-
soonlijk verantwoordelijk is voor zijn daden, is zijn straf onpersoonlijk, 
voorgeschreven door de wet. Een aantal handschriften legt de nadruk 
op de rol van God als Schepper, architect, en het accent ligt op zijn 
goddelijkheid en almacht. De Zondeval is dieper in de Heilsgeschichte 
gezet, terwijl de Logos steeds meer verwijderd wordt van de mens. Als 
de Logos gezien is als een 'hands-on' Schepper is dit bijna uitsluitend 
in verband met de schepping van Adam, wat impliceert dat de man 
dichterbij God is dan de vrouw. Ook als er een 'hands-on' scene is, 
is in de volgende scenes geen nauwe en liefdevolle relatie tussen de 
mens en God te bespeuren. Er ligt meer nadruk op de daden van 
de mens in relatie tot God dan op dialoog of interactie tussen God en 
de mens. Er is minder openlijk anti-Semitisme, iets dat niet rijmt met de 
teksten en gebeurtenissen van die periode, maar de lezers worden aang-
espoord om een causaal verband te maken tussen de Zondeval en de 
moord. Ondanks een meer positieve houding tegenover vrouwen en het 
huwelijk, is er nog steeds een duidelijke argwaan tegenover vrouwelijk-
heid, seksualiteit en ook het advies van een vrouw. De veranderingen 
in de schepping van Eva wijzen naar wantrouwen tegenover niet alleen 
het lichaam van de vrouw, maar ook ten aanzien van een 'vrouwelijke' 
manier van denken. Veel nadruk is gelegd op Eva als de dominante en 
leidende figuur en op de zwakte van Adam, of de gretigheid waarmee 
hij haar leiding volgt. De mens is afgebeeld als zondig en de lezer 
wordt aangemoedigd om aan zijn innerlijke verlossing te werken en 
zijn sensuele aarde te beteugelen. 
Terwijl het aantal miniaturen van de zondeval groeit, neemt het 
aantal waarin een duidelijke personificatie van de dood te vinden is 
af. De tendens om zonde en de eschatologische dood te vereenzel-
vigen neemt toe, en de draak van de dood wordt één met de draak 
die Satan en het symbool van zonde is. Het toenemend gebruik van 
sarcofagi verwijst naar de nieuwe nadruk op de fysieke dood. In scenes 
van interne strijd zien we minder waarin het gevecht om de ziel gaat 
en meer waarin de ziel haar gevecht heeft verloren. De cosmologische 
boom of ladder wordt de nieuwe visuele metafoor voor de ziel die de 
hemel wil bereiken: in deze is de tegenstelling niet tussen eeuwig leven 
en eeuwige dood, maar tussen deugd en zonde. 
In een periode waarin het interne zo belangrijk was, is het misschien 
een beetje vreemd dat de miniaturen een beeld weergeven van loute-
ring door straf. De zondige aard van de mens wordt erkend, maar de 
nadruk ligt op weer in orde brengen van fouten. Misschien was het 
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pessimisme van de vorige eeuw, toen het leek alsof maar weinigen de 
hemel waardig gevonden zouden worden, verantwoordelijk voor de 
verspreiding van het idee dat, ondanks zwakte en zonde, mannen en 
vrouwen na een periode van loutering de hemel waardig zouden kun-
nen zijn. De hemel was voor iedereen een mogelijkheid, als ze maar 
echt berouw toonden, maar ze moesten voor hun zonde boeten. Eeu-
wig leven was de hemel geworden, en de eeuwige dood verdoemenis. 
Deze verdoemenis was niet langer verbanning uit het gezicht van God, 
maar eeuwige pijn en straf voor de zonden in dit leven begaan. De 
eschatologische dood had veel van zijn macht om angst aan te jagen 
verloren, maar de vrees voor de fysieke dood was toegenomen met 
de kennis dat een periode van onbekende duur en vol van de meest 
pijnlijke loutering stond te wachten. 
De twaalfde eeuw had niet alleen een sterke toename van miniaturen 
met de zondeval als onderwerp, maar ook de verschijning ervan in plaat-
sen die voor een grotere publiek toegankelijk werden. Het is interessant 
om te zien of dezelfde boodschappen uitgezonden werden door fresco's, 
beeldhouwwerken en gebrandschilderd glas als door de miniaturen, en of 
het onderwerp anders behandeld werd in de miniaturen, die misschien 
niet voor één lezer gemaakt werden, maar tenminste voor iemand die 
ze alleen leest, dan in werken gemaakt om door velen en in gezelschap 
beschouwd te worden. Er moet een onderscheid worden gemaakt tussen 
werken die voor een groot publiek werden gemaakt, werken voor een 
beperkt publiek dat min of meer overeen kwam met de lezers van de 
handschriften, en werken die (bijna) onzichtbaar waren. Voor het brede 
publiek laat het basistype een hecht visueel verband zien tussen Eva en 
de slang, maar Eva is niet openlijk verleidelijk, en de slang kan net zo 
goed een drakenkop als een slangenkop hebben. De drakenkop komt 
niet voor in werken voor een beperkt publiek, en Eva is actiever, maar 
toch is het hechte visuele verband met de slang duidelijk. Dit verband 
wordt zelden gevonden in de bijna onzichtbare werken, inderdaad het 
is moeilijk om een basistype voor deze catagorie op te stellen. Er zijn 
merkbare verschillen in hoe vaak bepaalde elementen voorkomen in 
de eerste twee categorieën. In de werken voor een beperkt publiek is 
er meer nadruk op de handelingen van Adam en Eva, en de werken 
voor een groter aantal mensen geven meer aandacht aan de gevaren 
van verleiding. Openlijke seksualiteit is alleen te vinden in een beperkt 
aantal werken maar Eva is, in het algemeen, dynamischer en zelfver-
kerder afgebeeld dan Adam: die is vaak onzeker en terughoudend. Het 
mag gezegd worden dat iconografische elementen bijgesteld werden 
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om bij het geïntendeerde publiek te passen. De werken bedoeld voor 
monniken en priesters zijn meer op het mannelijke gericht, maar geven 
een waarschuwing voor vrouwelijke slinksheid en seksualiteit. Er is veel 
minder nadruk op seksualiteit in de werken voor een breed publiek aan 
wie een bepaalde seksuele activiteit werd gepermitteerd. Het gebruik 
van de drakenkoppige slang impliceert de duivel als de oorsprong van 
verleiding en is een waarschuwing voor extern gevaar. 
Er zijn geen werken toegankelijk voor een groot publiek waarin een 
duidelijke personificatie van de dood te vinden is, maar in de twaalfde 
eeuw komen wel veel voorstellingen van het Laatste Oordeel voor, vaak 
op de hoog zichtbare tympana. Veel werken kunnen gezien worden als 
een vereenvoudigde versie van de visuele exegese van de miniaturen, 
maar ze hadden andere functies. Voor de bijna onzichtbare werken 
was zo'n functie ook een bevestiging van geloof door de gemeente, 
erkenning van haar besef van schuld en onwaardigheid, een soort 
voortdurende bekenning gemaakt voor het gezicht van God en de troost 
van de mens. Het is mogelijk dat ze ook een apotropeische functie ver-
vulden. Zulke werken moeten een grote indruk hebben gemaakt. Voor 
velen maakten ze de bijbelse geschiedenis actueel en concreet. Van de 
meerderheid van hun toeschouwers kon niet verwacht worden dat ze 
zulke werken als metaforisch zullen beschouwen; de waarschuwingen, 
preken en Kerkdogma's werden tot leven gebracht, maar zulke voor-
stellingen zullen heel letterlijk zijn genomen. Zulke werken zullen 
ook een onbewuste uitwerking hebben gehad, in bijzonder de visuele 
verbanden tussen de vrouw en zonde, maar de tegenstelling tussen 
Eva en Maria maakte de keuzen heel duidelijk. Terwijl de nadruk op 
de Maagd Maria hoopgevend was, moeten de scenes van het Laatste 
Oordeel diepe vrees hebben opgewekt, en een kerk binnenkomen onder 
zo'n scene moet een symbolische daad zijn geweest. De werken voor 
een beperkt publiek kunnen met de handschriften wedijveren in hun 
iconografische en theologische complexiteit, en als bepaalde werken 
ook door een minder geschoold publiek gezien werden was er meestal 
een eenvoudiger boodschap te lezen. Werken voor dit brede publiek 
waren misschien iets vrouwvriendelijker, minder vijandig tegenover 
het huwelijk, maar primair waren ze een eenvoudige uiteenzetting van 
Heihgescfliehte. Veel werken blijken gebruik te hebben gemaakt van een 
aantal beelden, meestal afkomstig van miniaturen, maar aangepast aan 
een algemener en minder geschoold publiek om een boodschap over te 
brengen dat voor dit publiek passend werd geacht. 
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Wat men als zonde achtte is duidelijk context-afhankelijk. Het idee 
van zonde werd door veel factoren beïnvloed, onder meer door de 
maatschappelijke en politieke omstandigheden. De miniaturen zijn 
zowel een bewering van wat, in de optiek van de makers, zonde was 
en wat de gevolgen ervan waren, als een manier om deze ideeën te 
propageren. Hier bedoel ik 'propageren' niet in de zin dat ze noodza-
kelijk anderen van hun ideeën moesten overtuigen, maar dat ze ideeën 
moesten bevestigen en valideren. Het gecombineerde effect van de 
autoriteit van het geschreven woord, in het bijzonder het woord van 
God, en de concreetheid van visuele representatie kan gezien worden 
als een bijzonder eöèctieve methode om hun ideeën onder de aandacht 
van de geschoolde lezer te brengen, en hem of haar te stimuleren over 
die ideeën te mediteren. In de vier eeuwen waarover dit onderzoek gaat 
is een verschuiving van een generieke naar een persoonlijke optiek op 
zowel zonde als dood merkbaar. In de vroege periode gaat de aandacht 
uit naar de relatie van de mens met God en zijn rol in het voltooien 
van Gods plan, maar door de tijd heen gaat dit een achtergrondrol 
spelen en de nadruk komt te liggen op het gevecht van het individu 
tegen zonde en zijn hoop om aan de eeuwig dood te ontsnappen. 
Met individualisatie komt ook internalisatie; een besef van persoon-
lijke verantwoordelijkheid voor eigen lot wordt aan de erkenning van 
inherente zwakte en ontvankelijkheid voor zonde gekoppeld. Zonde 
wordt minder een verraad en meer een overtreding van de goddelijke 
wetten. Niet alleen daden maar ook gedachten en neigingen kunnen 
als zonde beschouwd worden. Christus had de mens de mogelijkheid 
voor verlossing geschonken, maar het is aan het individu gebruik te 
maken van die mogelijkheid. Met de toenemende strenge ideeën over 
wat als zonde bestempeld moest worden en de nadruk op de verlossing 
van het individu kwam een meer genuanceerd idee over de gevolgen 
van zonde. Niet langer was de eeuwige dood simpelweg het generieke 
lot van de generieke onrechtvaardigen, maar in plaats van de eeuwige 
verdoemenis kwam een variabel tarief. Degenen die in alle oprechtheid 
strijden tegen hun lagere aard en berouw bekennen, zouden vergeven 
kunnen worden, maar ze moesten voor hun zonden betalen en gel-
outerd worden. Het idee van loutering was niet nieuw, maar in de 
twaalfde eeuw had het idee dat de loutering zou plaatsvinden na het 
Laatste Oordeel, de weg geruimd voor geloof in een eerste en voor-
lopig oordeel onmiddellijk na de fysieke dood. Deze nieuwe houding 
betekende dat bijna iedereen verlost zou kunnen worden, maar alleen 
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na een periode van vreselijke pijn en lijden. Dit wordt weerspiegeld 
in de miniaturen: visuele personificaties van de eschatologische dood 
werden langzaamaan getransformeerd tot personificaties van de oorzaak 
van de eschatologische dood—zonde. De eschatologische dood had 
veel van zijn macht van verschrikking verloren, maar de fysieke dood 
was bijna zeker de heraut van een onbekende periode van loutering. 
Toen de oude personificaties van de dood opgingen in die van zonde en 
verdoemenis, moest er een nieuwe vorm komen. Er was iets nodig om 
het eind van het fysieke leven te symboliseren, de scheiding van lichaam 
en ziel en het begin van het proces van loutering. Zoals het vrouwelijke, 
al nauw met zonde geassocieerd in de vorm van de dracontopede met 
het gezicht van Eva, het symbool van de zinnen en het fysieke was, zo 
was deze nieuwe personificatie van de dood nu een vrouw. Haar daad 
waarbij ze lichaam en ziel scheidde was de laatste fase van het fysieke 
leven; de ziel werd van de beperkingen van het lichaam bevrijd, en de 
wereld had geen macht meer om te verleiden of verderven. Het portaal 
tot het eeuwige leven was de fysieke dood. 
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